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Abstract 
In modern day Brazil, new media initiatives centred in local communities are 
attempting to change mainstream ideas about favelas and their inhabitants. This 
thesis focusses on two of these initiatives, Viva Favela and Imagens do Povo, which 
are both supported by NGOs that are based in Rio de Janeiro. ‘Favela’ is often 
translated simply as ‘slum’ or ‘shantytown’, but these terms connote negative 
characteristics such as shortage, poverty, and deprivation, which end up stigmatising 
these low-income suburbs.  
This study takes an ethnographic and discursive approach to investigating and 
comparing two categories of professional photographers to determine how their 
working practices contribute to empowering the people living in Brazil’s favelas. 
The first category, community photographers, are favela dwellers who have become 
engaged with Viva Favela or the agency-school Imagens do Povo, or have developed 
other photographic projects in favelas. The second category is photojournalists who 
work in the mainstream media. This study analyses these photographers’ habitus 
using the principles established by Bourdieu’s (and Johnson 1993) notion of the field 
and Foucault’s notion of power-knowledge. Habitus refers to non-verbal norms that 
tend to ensure the correctness and constancy of daily practices. Power-knowledge is 
a disciplinary power that creates normalisation of daily practices and, by extension, 
subjectivities (identities), as far as this anonymous power (microphysics of power) 
manifests itself as a constant process of correct training. 
Another important term in this thesis is ‘community media’. Although there is 
consensus between scholars such as Carpentier, Lie, and Servaes (2003) and Howley 
(2010) that the term is elusive and diffuse, this study adopts the term to emphasise 
both the geographically local and citizen-driven aspects of the Viva Favela and 
Imagens do Povo projects in Rio de Janeiro. In this study, ‘community media’ refers 
to any form of local media that encompass a set of activities whose process of 
creation, production, and evaluation is done by a geographic community and/or a 
community of interest in a variety of socio-cultural settings. Community media 
embrace participatory video, online journalism, (podcast, video, text, photograph), 
radio broadcasting, and/or independent publishing, with an intention of 
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supplementing, complementing, replacing, questioning, and/or influencing the way 
the mainstream media operate. 
The Bourdieuian concepts of habitus and field combined with Foucault’s 
notion of power-knowledge contribute to illuminating community photographers’ 
and mainstream photojournalists’ similarities and differences. While mainstream 
photojournalists have as their main role to produce images that tell news stories, 
community photographers strive to produce counter-information regarding favelas 
and their inhabitants as opposed to representations in the mainstream media. 
However, there is a common habitus shared by those photographers. Both 
community and mainstream photographers have struggled to call on authorities and 
Rio de Janeiro’s society to discuss and tackle certain issues. That is, human rights 
abuses in the favelas and by extension the state of inequality and urban violence in 
Rio de Janeiro.  
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Glossary 
BOPE (Batalhão de Operações Policiais Especiais): Special Police Operations 
Batallion (Elite Squad). 
Capoeira: A martial art that combines music, dance, and fighting. 
Carioca: A Portuguese word that is derived from the indigenous language of Brazil’s 
Tupi people. It is used to refer to Rio de Janeiro’s metropolitan area and/or people 
who were born in it. 
Caveirão (big skull): An armoured tank adopted in 2005 by BOPE. 
Cortiço: A Portuguese term commonly used in Brazil to describe a collective urban 
housing which usually has very small rooms built with wood or improvise buildings, 
located at the back of buildings. Cortiço used to be a forbidden habitation by the 
Town Hall. Cortiço is also regarded as old buildings where many people live 
together in small apartments and/or residences. In these places, there is a strong 
sentiment of partnership and solidarity and, on the other side, a lack of privacy. 
Community media: Any form of local media that encompass a set of activities 
whose process of creation, production, and evaluation is done by a geographic 
community and/or a community of interest in a variety of socio-cultural settings. 
Community media embrace participatory video, online journalism, (podcast, video, 
text, photograph), radio broadcasting, and/or independent publishing, with an 
intention of supplementing, complementing, replacing, questioning, and/or 
influencing the way the mainstream media operate. 
Conscientização: Conscientisation is a term coined by the influential Brazilian 
thinker Paulo Freire to refer to the awakening of a critical consciousness which 
expresses itself in dialogue with reality.  
Curta Favela: Favela Shorts is an independent project, in which all participants join 
to use photography and participatory audiovisual production as a tool for social 
change and self-empowerment.  
Dono da boca de fumo: The head of the drug trading point (drug lord). 
Dono do morro: The local hillside boss (drug lord). 
xii  
Escola de Fotógrafos Populares:  School of Popular Photographers is part of the 
project Imagens do Povo, which includes a photographic agency, an image database, 
and the School of Popular Photographers.  
Fotógrafo popular:  Popular photographer, a term coined by the founder of the 
agency-school, Imagens do Povo, João Roberto Ripper, to refer to students who take 
part in the photographic classes at Escola de Fotógrafos Populares (School of 
Popular Photographers). Nowadays, the term is used to designate favela dwellers, 
who have become specialised in documenting and developing visual projects in 
Brazil’s low-income suburbs. 
Favela: It is often translated simply as ‘slum’ or ‘shantytown’, but these terms 
connote negative characteristics such as shortage, poverty, and deprivation referring 
to favelas which end up stigmatizing these low-income suburbs, in addition, these 
words are not able to adequately capture the complex meaning that the word ‘favela’ 
has for Brazilian culture. 
Favelado(s): Favela dweller(s).  
Fotografi Senza Frontiere (FSF): Photographers Without Borders is an Italian non-
governmental organisation that aims to provide youth with skills to visually 
document their own communities in extreme regions all over the world.  
Gambiarra: The Portuguese word gambiarra can be translated into English as 
‘making do’. In the context of this study, it means to use creativity and improvisation 
to deal with a lack of basic resources in favela dwellers’ everyday lives.  
Habitus: A term coined by the French sociologist Pierre Bourdieu that speaks of 
non-verbal norms that tend to ensure the correctness of daily practices and their 
constancy over time. 
Imagens do Povo (Images of the People): The agency-school ‘Imagens do Povo’ 
was set up by João Roberto Ripper in May 2004. It is supported by the NGO 
Observatório de Favelas in Complexo da Maré. ‘Imagens do Povo’ encompasses 
both the School of Popular Photographers and a photographic agency, which 
includes an image database.  
Memórias do PAC: Memories of PAC is a project financially supported by PAC 
(Programa de Aceleração do Crescimento – Growth Acceleration Programme). It 
 xiii 
aims to generate a photographic documentation of construction sites of PAC in 
different Rio’s favelas by presenting the everyday of favela communities in face of 
the process of transformation of their suburbs.  
Microphysics of power: A term coined by the French philosopher Michel Foucault 
to refer to an anonymous power which functions as a disciplinary power, rather than 
a single form such as state power or an institutional power. This microphysics of 
power produces normalisation of daily practices that leads to processes of 
subjectification.  
O pessoal do morro: ‘The people from the hill’ means favela dwellers.  
O pessoal lá de baixo (the people from down there): It is a term to refer to the 
persons who live in Rio’s formal city.  
Participatory media: Participatory media foster dialogue, interaction and 
collaboration with the audience so the latter can play a significant role in the process 
of creation, distribution and evaluation of participatory media’s initiatives. Some 
participatory media focus on raising communities’ awareness about their own 
resources and human capabilities in order for the participants to reflect on their own 
reality critically as a means of transforming/ improving some aspects of their lives. 
Popular space(s): Community photographers sometimes use the term ‘popular 
space(s) to refer to the favela(s).  
Power-knowlegde: Power-knowledge is a term coined by Michel Foucault to refer 
to a disciplinary power that creates normalisation of daily practices and, by 
extension, subjectivities (identities), as far as this anonymous power (microphysics 
of power) manifests itself as a constant process of correct training. 
Quilombolas: Quilombolas descend from black African slaves who were sent to 
Brazil against their will, in the Brazilian colonisation period. Some of them fled from 
sugar-cane farms to build sites of refugees and resistance which were called 
‘quilombos’. 
Quilombos: Sites of refugees and resistance for black African fugitive slaves. 
Rio’s ‘formal’ city: The ‘formal’ city of Rio de Janeiro is regarded as the centralised 
formal suburbs, whose dwellers pay their taxes and participate in the formal 
economy. 
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Self-empowerment: People’s capacity to decide about their own destiny in order to 
have control over their own lives. 
Suburbano(s): Suburbanos (suburban dwellers) are regarded as those who come 
from poorer backgrounds, and as such, live far away from the city’s cultural, 
economic, and social centre. 
The movement: Illicit retail drug market that sells mainly marijuana and cocaine 
across Rio’s low-income suburbs, peripheries and favelas. 
UPP (Unidade de Polícia Pacificadora – Pacifying Police Unit): A special police 
unit, which is inspired in US and Canadian models of community policing, aiming to 
re-establish control over Rio’s low-income suburbs territories ruled by drug gangs, 
strengthen the dialogue with favela residents, and increase community participation. 
Viva Favela: The Viva Favela website was founded in 2001 by the NGO Viva Rio in 
Rio de Janeiro. It attempts to digital inclusion, the democratisation of the 
information, and the reduction of social inequalities by providing favela dwellers 
with skills to produce and publish their own contents of communication on the web 
portal.  
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Chapter 1: Introduction 
The broad aim of this thesis is to contribute to understanding the working 
practices, identities, and discourses of two contrasting occupational groups who 
capture visual representations of the favelas: community photographers and 
mainstream photojournalists.  
Community photographers are favela dwellers who have become engaged with 
the agency-school Imagens do Povo (Images of the People), and/or Viva Favela, 
and/or have developed photographic projects in Brazil’s low-income suburbs. The 
term ‘fotógrafo popular’ (popular/community photographer) was coined by João 
Roberto Ripper, who is the founder of the agency-school Imagens do Povo in 
Complexo da Maré, Rio de Janeiro. Photographers who took part in Escola de 
Fotógrafos Populares (School of Popular Photographers) became known as 
‘fotógrafos populares’. Nowadays, the term is used to designate favela dwellers who 
have become specialised in documenting and developing visual projects in Brazil’s 
low-income suburbs. This PhD research focusses only on community photographers 
who work in an institutional context. 
Acknowledging that the term ‘photojournalism’ is not easy to define, this study 
adopts the concept proposed by Newton (1998, 4), combined with the viewpoints of 
the Brazilian mainstream photojournalists I interviewed during my fieldwork in Rio 
de Janeiro. This being said, photojournalism should be understood as a form of 
journalism which embraces a complex process for reporting visually, be it through 
photographs or video projects, aiming to tell a feature or news story. It involves a 
routine of picture taking, video producing and editing to create photographs and 
videos for different media platforms. There are news values and professional 
principles (eg ethics, factual accuracy, representativeness, news values) that drive the 
processes of photojournalism.   
I use the Portuguese word ‘favela’ when no appropriate translation in English 
is possible. Though it is often translated simply as ‘slum’ or ‘shanty-town’, I prefer 
to use ‘favela’ due to the complexity of the favelas and their historical development. 
Rio’s first favela, Morro da Providência (Providential Hill), was established in 1897. 
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Now, more than a century later, favelas have become a symbol of community 
resistance with a characteristic housing style and culture. Until the 1950s, when the 
Brazilian census adopted the terminology ‘favela’ to refer to low-income suburbs 
across Brazil, the term was used only to designate a typical urban phenomenon of 
Rio de Janeiro.   
Since the dawn of the nineteenth century, favelas have been represented by 
doctors, engineers, politicians, writers, administrators, and social scientists 
(Valladares 2005) as places that combine creativity and risk. Favelas have been 
portrayed as paradoxical places with the following characteristics. Houses and streets 
in the favelas disregard urban standards. There is no clean water, electricity, 
sanitation or rubbish collection. Violence is combined with poverty, and there are 
vagabonds who are unable to integrate into Rio’s society. There are many social 
gatherings in the favelas that allow people from different social classes and races to 
enjoy each other’s company with samba, capoeira, which is a martial art that 
combines music, dance, and fighting, poetry, and other cultural activities.  
It is important to recognise that in spite of the steady, sharp drop in income 
inequality in Brazil since 2001, the country is still one of the most economically 
unequal countries in the world (de Barros et al. 2007, 22-23). Approximately one 
third of Rio de Janeiro’s 10-million-plus residents live in favelas (UN-HABITAT 
2008). Homicide and drug-related crime rates are rampant in these communities due 
to regular shoot-outs between police and drug dealers and confrontations with each 
other. “The killings affect mainly disadvantaged groups: black young males 
(especially, aged 15-24) very often residents of favelas and peripheries of urban 
metropolis” (Ramos and Paiva 2007, 12-13).  
Through quantitative studies of Brazil’s main daily newspapers, Ramos and 
Paiva (2007, 15) found that since 1980 the coverage about violence, criminality and 
public security has improved in quality though the violence phenomenon has become 
more complex. Nowadays, there is less media coverage that is focussed on the 
interests of media magnates who benefit from sensationalised news reports. Stories 
in mainstream newspapers and even television broadcasts that report on violence and 
crime now avoid using sensationalised language.  
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However, Ramos and Paiva’s study indicated that the journalistic reporting 
about Brazil’s favelas and low-income suburbs, especially in Rio de Janeiro, almost 
always regards these territories as “exclusive spaces of violence” (Ramos and Paiva 
2007, 77), but the voices and perspectives of favela dwellers are under-represented in 
such stories. In addition, there is a lack of documentation of everyday life in the 
favelas, which includes themes related to culture, sports, economy and the daily 
difficulties facing favela residents. The study also found that mainstream newsrooms 
lack staff from the low-income suburbs and favelas. Mainstream journalists are 
mostly from the middle class. Thus, there is a dearth of knowledge and experience 
about the daily life of favela communities (Ramos and Paiva 2007, 78-79). 
In order to contribute to the discussion, this study aims to determine the 
differences and commonalities between two groups of photographers: those from 
community media and those who work in mainstream media. Thus, findings from a 
set of four triangulated views (see Section 3.3.2) are compared in order to identify 
and interrogate the discourses, identities, and working practices evident in these two 
ocupational groups. The agency-school Imagens do Povo 
(http://www.imagensdopovo.org.br), Viva Favela (http://vivafavela.com.br) and 
Guillermo Planel’s (2007, 2010b) documentary films 
(http://guillermoplanel.blogspot.com.br) Abaixando a máquina: ética e dor no 
fotojornalismo carioca (Lowering the camera: ethics and pain in carioca1 
photojournalism) and Vivendo um outro olhar (Living on the other side) are 
examined. Furthermore, in order to add to the understanding of what is happening in 
Brazil’s favelas, an Italian non-profit organisation Fotografi Senza Frontiere 
(Photographers Without Borders), which undertakes community projects in Uganda, 
Algeria, Palestine, Panama, Argentina, and Nicaragua, is also investigated.  
This study has no intention of creating polarised distinctions between 
community and mainstream photojournalism. Instead, the research aims through the 
investigation of the working practices, identities, and discourses of photographers 
from community and mainstream media organisations to identify the activities and 
limitations of both community and mainstream media in order to build an 
                                                
 
1 The word ‘carioca’ is a Portuguese word that is derived from the indigenous language of Brazil’s 
Tupi people. It is used to refer to Rio de Janeiro’s metropolitan area and/or people who were born 
there.  
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understanding of the importance of these different practices to yielding benefits for 
people living in marginalised communities. This research explores such issues 
through a study of the working practices, identities and discourses of community and 
mainstream photographers. In addition, the way the institutional framework of both 
commercial and community media shape photographers’ habitus and, thus, their 
products, is investigated. To fulfil this aim, the study combines Bourdieu’s theory of 
field with Foucault’s notion of power-knowledge. Foucault coined this term to refer 
to networks of power, rather than a single form of power, such as state power or an 
institutional power. A network of disciplinary power that creates normalisation of 
daily practices and, by extension, subjectivities (identities).  
Regardless of whether photography occurs in a mainstream media organisation 
or an NGO, cultural production is embedded in power relations and struggles 
inherent to the sphere in which the photography processes occur. According to Tagg 
(2003, 259): “Photography as such has no identity. Its status as a technology varies 
with the power relations which invest it. Its nature as practice depends on the 
institutions and agents which define it and set it to work.” Tagg understands 
photography as a “mode of cultural production”, which is embedded in certain 
conditions of existence that happen “across a field of institutional spaces”. In this 
context, the study of photography itself has some importance; however, the most 
important thing is to study the power relations that take place during the process of 
image production between agents (photographers) and the institutions (mainstream 
and community media organisations) they work for. Furthermore, since this study 
adopts Bourdieu’s notion of habitus, the analysis of photographers’ working 
practices should include the examination of the position of these photographers 
within the fields of economic capital and cultural/symbolic capital. The application 
of Bourdieu’s theory of the field is relevant to this study as the analysis of habitus 
leads to understanding how community and mainstream photographers’ cultural 
capital (life history) and social capital (organisational and social conditions) inform 
the fields of community and mainstream photojournalism.  
In their own ways, both the community and mainstream media that operate in 
the favelas incorporate Brazilian cultural, social and political processes, which are 
constituted in turn by a diverse mix of voices, creeds, colours and perspectives. The 
Viva Favela portal illustrates this well through its motto, Tudo junto e misturado (All 
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together and mixed up). This expression, which is borrowed from favela dwellers, 
effectively means ‘unity in diversity’. In Brazilian culture – especially in a city such 
as Rio de Janeiro where the idea of a ‘divided city’ is very potent – this phrase is a 
noteworthy signal of the intention to break down boundaries and divisions to 
strengthen the voice of the people through access to media.  
1.1.1 Viva Favela and Imagens do Povo 
To tackle the lack of knowledge concerning the daily life of favela 
communities, two community-based initiatives, Viva Favela and Imagens do Povo, 
in addition to other independent projects, have attempted to change mainstream ideas 
about favelas and their inhabitants by shifting the focus from violence and crime to 
images of everyday life.  
Community leaders from different favelas in Rio de Janeiro, dissatisfied with 
the way the traditional media had portrayed the favelas and their residents, appealed 
more than a decade ago to the NGO Viva Rio for support. With the advent of the 
Internet, the dream of a magazine produced by the people, for the people, and with 
the people from the low-income areas across Brazil became a reality. In 2001, the 
Viva Favela website was established. Assisted by professional journalists, 
community correspondents (reporters and photographers selected and trained by 
Viva Rio) started to produce the portal content, and by 2008, Viva Rio had already 
built a database of nearly 50,000 images by community photographers (Jucá and 
Nazareth 2008).  
The project Viva Favela had been inspired by community leaders of different 
favelas, but it was made possible due to the partnership between the NGO Viva Rio 
and representatives of three major Rio newspapers, such as João Roberto Marinho (O 
Globo), Walter Matos (O Dia), and Kiko Brito (Jornal do Brasil). Since its 
beginning, Viva Favela has been the result of a dialogical process between 
mainstream and community media; nonprofessional and professional knowledge; 
mainstream journalists and community correspondents. When the project was 
established in July 2001, its newsroom combined experienced mainstream journalists 
and favela residents, who later became active media producers. 
Cristiane Ramalho (2007) narrated her working experience as a chief editor 
and coordinator of the Viva Favela project, from 2001 and 2005, in her book 
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Notícias da Favela (News of the Favela).  By documenting the first four years of the 
initiative, Ramalho focussed on the way community correspondents carried out their 
assignments that were proposed at editorial meetings. Every Monday, the editors 
from the project and community correspondents (photographers and reporters from 
different favelas) gathered together to discuss story ideas which could be developed 
in further assignments. As an insider, Ramalho depicted in detail the selection 
process to choose the first 15 community correspondents for Viva Favela, their 
background, and process of becoming active media producers. She also reflected on 
the relationship between the project and the NGO Viva Rio by discussing the 
challenges to reconcile the interests of favela dwellers (community correspondents) 
with those of Viva Rio staff, and how Viva Favela became a source of information 
for the mainstream media and academia that up to then had limited access to 
information related to the favelas and their residents. Ramalho, nonetheless, pointed 
out that the great challenge was to reach their main target group, i.e., the people 
living in low-income suburbs across Brazil due to the social divide in the nation, “for 
example, as of June 2007 only 13 percent of the nation‟s households owned a PC 
and just 3 percent of the population had broadband access” (Clarke 2009, 146). It is 
important to note that Ramalho’s book refers to the period between 2001 and 2005, 
when the access to computers and Internet in Brazil was even more restricted to 
people living in low-income districts.  
Likewise, scholar and photographer Peter Lucas (2012) has also investigated 
the founding and development of the Viva Favela project.  In his book Viva Favela: 
ten years of photojournalism, human rights and visual inclusion in Brazil, Lucas 
expands Ramalho’s discussion by meditating upon the way the initiative has 
empowered favela residents and contributed to put in practice the Article 27 of the 
Universal Declaration of Human Rights that states that everyones has the right to 
participate in the cultural life and share the fruits of any scientific advancement” 
(Lucas 2012, 21).  
 By attending community correspondents’ (photographers and reporters) 
weekly editorial meeting at Viva Rio’s headquarters and following the photographers 
out into the field, Lucas depicted in his book the buildout of this community-based 
initiative. As a photographer himself, Lucas, initially, became interested in exploring 
the visual aspects of the project due to a lack of representation concerning the 
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aesthetics of the favelas. He also wanted to contribute to scholarly studies related to 
the field of grassroots media production.  
My initial research goals were to study the rise of a visual inclusion project 
and the process of social change related to participatory media. I also wanted 
to trace the human rights connections to this kind of photojournalism and to 
more fully understand the joys, the risks and the possibilities of 
photographing in the favelas (Lucas 2012, 6). 
The result is a sensitive account of the role of community photographers in 
portraying their communities and also the relationship between those photographers 
with their fellow neighbours.  By doing this, Lucas recounted photographers’ 
concerns and interests while searching for news stories, engaging in conversation 
with favela dwellers, and negotiating their assignments at editorial meetings. In 
Lucas’ words: 
Documenting work in the favelas is about the struggle to survive. But it’s 
also about the inherent dignity and creativity of everyday work. As much as 
the correspondents try to locate unusual and eccentric workers in the 
communities, pictures of people recycling cardboard, laying bricks, or 
washing clothes for a living, their stories capture another side of favelas 
that’s never exposed in mainstream media. (Lucas 2012, 11) 
The Viva Favela project has inspired the founding of initiatives alike, such as 
the agency-school Imagens do Povo that was established in May 2004, which is 
physically and ideologically supported by the NGO Observatório de Favelas (Favelas 
Watch). The Observatório de Favelas – established in 2001 – is a social research 
organisation that aims to produce knowledge about various urban phenomena and the 
favelas so as to be policy-relevant.  
Imagens do Povo is a project inspired by a renowned Brazilian photographer 
João Roberto Ripper, who was invited by Observatório de Favelas to document 
favela communities from a different perspective. At that time, Ripper met 
photographers from Complexo da Maré who were starting out on their journeys as 
photographers. This encounter made Ripper realise that those photographers were the 
ones who could produce images of the favela communities from an inside 
perspective because they were rooted in their communities. Hence, Ripper suggested 
to the Observatório de Favelas that it could create the agency-school Imagens do 
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Povo, which would include a photographic agency, an image database, and the 
School of Popular Photographers.  
Similar to the project Viva Favela, Imagens do Povo has also built a dialogical 
relationship with the mainstream media. This process was highlighted when 
community photographers were awarded the Faz Diferença (It makes a difference) 
prize by the daily newspaper O Globo. As Gastaldoni, the pedagogical coordinator of 
the Imagens do Povo, put it:  
with the photographs published in magazines, books and in various national 
and international exhibits, in March 2008 these young popular 
photographers, who have inherited from Master Ripper the talent, the 
obstinacy and the dream of a more just and fraternal Brazil, were awarded 
the Faz Diferença (It makes a difference) prize, offered by the O Globo 
newspaper. (Gastaldoni 2009, 16-17) 
Following this dialogical principle, the Imagens do Povo’s School of Popular 
Photographers has tried to attract not only insiders (from favelas) to its photography 
courses, seminars, and workshops, but also outsiders (from different Rio’s suburbs). 
Kita Pedroza, who is a former coordinator of Imagens do Povo, said when 
interviewed by Planel (2009a) that the project tried to foster a dialogue between 
alternative and mainstream media and, as such, with the society.  
I believe that is very likely and possible that a more healthy relationship 
establishes itself between the alternative media, as we call the minor 
mediums of information, and the major mediums. I think it would be a 
wonderful gain for the city of Rio de Janeiro. What we would like is it would 
have more minor vehicles, inside the favelas, which would create their own 
way of passing information and that one would be different. Doing so, it 
would be possible to have a plurality of communication vehicles, which 
would pass different views. That is the democratisation of information. 
(Planel 2009a) 
At the school, there are participants who are ‘listeners’. They are very often 
undergraduate students from the Universidade Federal Fluminense (Fluminense 
Federal University) or professional journalists and photojournalists. Though listeners 
are not officially enrolled in the school’s courses, they take part in its activities as if 
they were students.  
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Viva Favela and Imagens do Povo have tried to promote the principle of digital 
inclusion for the purpose of social change by initiating the processes of community 
dialogue and collaborative content creation. From this perspective, these two 
community-based initiatives can be considered to meet the criteria for Downing’s 
(2010, 54) term “social movement media” because they are connected to an 
international movement of visual inclusion. This also corresponds to Lucas’s 
viewpoint. Lucas argues the project Viva Favela should not be regarded just as a web 
portal, but should be viewed as “part of an international movement of visual 
inclusion to change dominant media” (Lucas 2012, 22).  
Since their foundations, Viva Favela and Imagens do Povo have run projects 
that provide favela residents with the skills to take, edit and print their own images; 
these images enable a community-based framing and documentation of favela life, 
personalities and issues. Furthermore, these NGOs have developed a range of public 
venues for displaying these images, aiming to minimise the invisibility that favela 
dwellers feel in Brazilian political life. 
This section has introduced two different community-based initiatives that 
have strived to provide the mainstream media and the Rio de Janeiro’s society with 
an alternative view on the favelas and their inhabitants. The importance of exploring 
the way Viva Favela and Imagem do Povo operate lies in my attempts at 
investigating the working practices, identities and discourse of community 
photographers. A deeper analysis of these projects is available on Sections 4.3.2 and 
4.3.3 for Viva Favela, and 4.3.4 and 4.3.5 for Imagens do Povo. However, the next 
section explores the terminology that this study will use throughout the thesis text. 
This is useful to explain the definitions and uses of specific terms, such as ‘news 
worker’, ‘community photographer’, ‘mainstream photojournalist’, and so forth.   
1.1.2 Terminology 
Table 1.1 outlines the meaning of the terminology and the context in which the 
terms are used for the purposes of this thesis. This explanation has as its main 
purpose to clarify the intentions and arguments that I am seeking to pursue 
throughout the thesis. 
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Table 1.1 Terminology 
Terms  Meaning  Context 
Journalism 
 
All activities conducted by reporters, 
editors, subeditors, 
photographers/cameramen and 
similar editorial staff at mainstream 
media organisations, including print, 
radio, television and online media. 
The term ‘journalism’ includes 
activities such as photojournalism, 
video journalism and some but not all 
elements of documentary 
photography. When the term 
‘journalism’ is used alone (without a 
modifying adjective) it does not 
include community journalism. 
References to community media will 
be discussed as community media. 
The occupational ideology includes 
characteristics such as public service, 
objectivity, autonomy, immediacy, 
and ethics2.  
I use the word 
“journalism” to refer to a 
wide gamut of activities 
that include reporting, 
editing, subediting and 
photojournalism for 
purposes of providing 
news and information 
about matters of public 
interest and public 
concern. This is in 
contrast to narrower 
expressions, such 
photojournalism or video 
journalism, which refer to 
narrower fields of 
activity. It includes news 
journalism and also 
feature and human 
interest journalism. 
Journalists and/or 
mainstream news 
workers 
 
In this thesis, “journalists” and “news 
workers” are  mainstream reporters, 
editors, subeditors and 
photojournalists.The professional 
self-definition of journalism 
embraces ideal-typical values3 such 
as: (1) Public service: The tasks of 
writing, collecting, and impart 
information are seen as a public 
service, when journalists function as 
watchdogs; (2) Objectivity: 
Journalists are objective, impartial, 
fair, and credible; (3) Autonomy: 
Journalists have their own autonomy 
in their work, as such, they advocate 
for the freedom of the press; (4) 
Immediacy: Due to the concept of 
‘news’, journalists have a sense of 
actuality and speed, and thus they 
work under time pressure; and (5) 
Ethics: Journalists share a sense of 
validity and ethics4.  
For the purposes of this 
thesis, discussions of 
“journalists” do not 
include people who might 
define themselves as 
community media 
journalists but instead 
focus on mainstream 
media journalists. At 
some points of the thesis I 
refer to “journalists” and 
“news workers” when the 
theory or information is 
relevant to all types of 
news workers involved in 
editorial processes in 
mainstream media 
organisations. Such 
discussion includes but is 
not exclusive to 
photojournalists working 
for mainstream media 
                                                
 
2 Regarding conceptual approaches to journalism see (Chalaby 1998; Deuze 2005; Örnebring 2010; 
Pavlik 2000; Peres 2007). 
3 Regarding the concepts and elements of journalisms’ ideology see (Golding and Elliott 1979; 
Kovach and Rosenstiel 2007; Merritt 1995). 
4 Deuze (2005, 449) points out that “Although journalists worldwidedisagree on whether a code of 
ethical conduct should be in place or not, they do share a sense of being ethical – which in turn 
legitimizes journalists’ claim to the position as (free and fair) watchdogs of society”. 
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organisations.  
Photojournalism  Photojournalism is a form of 
journalism which embraces a 
complex process for reporting 
visually, be it through photographs or 
video projects, aiming to tell a news 
or feature story. It involves a routine 
of picture taking, video producing 
and editing to create photographs and 
videos for different media platforms5. 
There are news values and 
professional principles (eg ethics, 
factual accuracy, representativeness, 
news values) that drive the processes 
of photojournalism.  
I refer to “mainstream 
photojournalism” to 
describe/ explain the 
working practices of 
mainstream 
photojournalists as well as 
to explore the field of 
discursive production 
they are immersed in. 
That is, to examine how 
news values, daily 
routines, and editorial 
polices of Rio’s 
mainstream newsrooms 
shape mainstream 
photojournalists’ working 
practices, discourses, and 
identities.  
I also refer to”community 
photojournalism” to 
describe/ explain the 
working practices of 
community photographers 
and to determine how the 
ideology of community-
based projects shape 
community 
photographers’ working 
practices, discourses, and 
identities.  
Photojournalists 1) Photojournalists are photographers 
who work for mainstream or 
community media organisations. 
They have characteristics as follow: 
(1) They produce images that tell a 
news or feature story for different 
media platforms; (2) They produce 
still photos and moving images for 
purposes of news, documentary 
photography and/or video journalism.  
Photojournalists’ role is becoming 
equal to that of reporters, as it 
increasingly goes beyond simply 
photographing to also involve 
investigating, interviewing, making 
videos, editing, transmitting, 
I use “photojournalists” 
referring only to 
mainstream  
photojournalists and 
community 
photographers, not to 
reporters, editors and/or 
community 
correspondents. At some 
points of the study, I use 
“photojournalists” 
referring to community 
photographers when they 
produce still photographs 
and video journalism to 
tell a feature or news 
                                                
 
5 Cartwright (2007, 339) notes photojournalism is not what it used to be. In the past, photojournalists 
learnt how to do photojournalism by training on the job, in other words, they were not college-
educated. Nowadays, they have pursued educational opportunities, and, as such, they have become 
interpreters of what they have documented. From Cartwright’s perspective, besides “including news 
and reportage, photojournalism encompasses the visual areas of historical documentary, street 
photography, social documentary, and visual anthropology”.  
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publishing, and updating Flickr, 
Twitter, and photo-galleries. These 
professionals write not only captions, 
but also news stories. With the 
advent of multimedia, many 
photojournalists are expected to 
produce content, which demands 
more writing from them. 
story. This story can 
either explore under-
developed topics or 
oppose to that in the 
mainstream media.  
Video journalism 2) Video journalism is a form of 
photojournalism in which 
photojournalists are expected to 
shoot, edit, and narrate their own 
videos about news or feature-style 
topics.  
At some points of the 
thesis I refer to “video 
journalism” when the 
concept is relevant to 
explain the working 
practices of mainstream 
photojournalists and 
community 
photographers, and/or the 
process of 
experimentation facing 
Rio’s newsrooms. It is a 
term that is narrower than 
photojournalism, referring 
only to moving images. 
Documentary 
photography 
3) Documentary photography generally 
chronicles significant events or 
trends. Documentary photography is 
a form of photography whose 
outcomes are neither constrained by 
time, nor driven by publication 
deadline. As documentary 
photography emerges as a personal 
way of documenting reality, it blurs 
the boundaries of photographers’ 
artistic bias and factual documentary 
reporting. As such, documentary 
photography puts in question the 
traditional discourse that takes 
photography as  the epitome of 
realistic representation (Butler 2007, 
334).  
I refer to “documentary 
photography” to describe/ 
explain the working 
practices of community 
photographers as well as 
to explore the way they 
conceive photography, 
and thus produce their 
images. I also use this 
term to describe/ explain 
the working practices of 
mainstream 
photojournalists when 
they are asked to do what 
is called “special reports”. 
While producing “special 
reports”, mainstream 
photojournalists adopt 
some elements of 
documentary 
photography. That is, 
mainstream 
photojournalists have 
more freedom and time to 
produce their photo-
essays, which reflect 
much more the 
perspective of the 
mainstream 
photojournalist in the 
field than that of the 
editor of photography.  
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Public/civic journalism 
 
4) Public/civic journalism is a set of 
practices, a philosophy, which aims 
to have a more engaging relationship 
with its readers in order to foster 
civic discourse that cultivates 
deliberative democracy.  
 
I do not apply and adapt 
the concept of 
public/civic journalism 
due to the specific 
historical and cultural 
context of Rio de 
Janeiro’s favelas, and the 
type of community-based 
organisations Viva Favela 
and Imagens do Povo are. 
However, I included a 
discussion of public/civic 
journalism in my thesis 
because of its significance 
in terms of encouraging 
and supporting 
deliberative democracy.  
Community media Community media are any form of 
local media that encompass a set of 
activities whose process of creation, 
production, and evaluation is done by 
a geographic community and/or a 
community of interest in a variety of 
socio-cultural settings. Community 
media embrace participatory video, 
online journalism, (podcast, video, 
text, photograph), radio broadcasting, 
and/or independent publishing, with 
an intention of supplementing, 
complementing, replacing, 
questioning, and/or influencing the 
way the mainstream media operate. 
I refer to “community 
media” when the theory is 
relevant to shed light on 
community-based 
initiatives, such as Viva 
Favela, Imagens do Povo, 
and Fotografi Senza 
Frontiere. Furthermore, 
“community media” is 
used to emphasise the 
geographically local 
aspect of these initiatives.  
Participatory media Participatory media foster dialogue, 
interaction and collaboration with the 
audience so the latter can play a 
significant role in the process of 
creation, distribution and evaluation 
of participatory media’s initiatives. 
Some participatory media focus on 
raising communities’ awareness 
about their own resources and human 
capabilities in order for the 
participants to reflect on their own 
reality critically as a means of 
transforming/ improving some 
aspects of their lives.  
My overall premise is that 
“participatory media” and 
“community media” are 
fundamentally the same. 
I refer to ``“participatory 
media” to emphasise both 
the citizen-driven and 
participatory aspects of 
Viva Favela, Imagens do 
Povo and Fotografi Senza 
Frontiere.  
Digital storytelling Digital storytelling is a workshop-
based approach to teach ‘ordinary’ 
people to tell their own stories by 
producing personal videos.  
At some points of the 
thesis, I refer to “digital 
storytelling” to explore 
Viva Favela’s attempts at 
providing favela dwellers 
with the skills to produce 
their own videos, and thus 
tell their own stories as a 
means of empowerment.  
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Community 
correspondents or 
correspondents 2.0 
“Community correspondents” or 
“correspondents 2.0” are favela 
dwellers who are trained by the 
project Viva Favela to become active 
media producers. The training 
programme encompasses seven 
different modules, such as these: The 
first one includes 18 introductory 
classes, and the others are divided in 
six advanced modules, such as text, 
hypertext and social media, 
photography, audio, video, and the 
construction of sites. These modules 
are independent and interchangeable 
(Chagas 2012). 
The terms “community 
correspondents” and/or 
”correspondents 2.0” refer 
to all types of community 
media workers, such as 
editors, reporters, audio/ 
video reporters, and 
photographers.  
Community 
photographers 
In this thesis, community 
photographers are favela dwellers 
who have become engaged with the 
agency-school Imagens do Povo, the 
Viva Favela portal, and/or have 
developed photographic projects in 
favelas or poor communities in other 
nations. As this PhD thesis talks 
about FSF and similar ventures, this 
term “community photographer” 
expands beyond the favelas. It 
includes photographers from 
marginalised communities and/or 
low-income suburbs. Their 
characteristics include:  
1) They are not necessarily paid for 
their job  
2) They do not share a sense of 
immediacy, actuality, and or even 
objectivity. Their endeavours are not 
bound by time nor publication 
deadlines 
3) They produce mainly still 
photographs6 for purpose of telling 
stories 
4) They create their visual products 
not necessarily for publication but 
instead to document their 
communities and augment their 
NGOs archives 
4) They are artistically motivated and 
have a strong concern for beauty 
5) They share a sense of belonging 
I refer to “community 
photographers” when the 
theory or information is 
relevant to community 
photographers who work 
in an institutional context. 
Such discussion is not 
exclusive to 
photographers based only 
in Brazil, rather it 
includes photographers 
from different nations 
who have become 
engaged with the Italian 
NGO Fotografi Senza 
Frontiere.  
                                                
 
6 Some community photographers who I interviewed such as Fábio Caffé have produced moving 
images as a means of telling personal stories of favela inhabitants or even narrating the development 
of a certain favela. Others have been inspired by Planel to produce mini-documentaries. When 
interviewed in 2010, Walter Mesquita mentioned  the dialogue with Guillermo Planel led him to start 
producing videos, but had he still needed to ask Planel for help in order to have his images edited.  
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and ownership  
6) They share a sense of ethics and 
fairness as they develop an emotional 
engagement with the people they 
approach. 
 
The community photographers and mainstream photojournalists who I 
interviewed take both posed images and unposed images, i.e., settings, people and 
events as they happen. It depends on the context. Mainstream photojournalists, for 
instance, take posed images when they are asked to do portraits for their newspapers. 
In this case, they prepare the scene in advance. However, they take pictures as they 
happen whilst reporting on social events, sports, cultural activities, armed 
confrontations, riots, and protests. Most mainstream photojournalists who I 
interviewed mentioned the importance of waiting for the right moment to shoot. 
Severino Silva (2010) commented that he does not like chatting with his collegues 
when he is in the field in order not to divert his attention. In Silva’s (2010) words, 
“Sometimes, when I’m documenting an event, me, hardly ever, stop to chat, chatting 
with my colleagues, I’m always switched on… always… it’s that story, you see (a 
scene), if you don’t shoot (it)… you miss it”.  
On the other hand, community photographers are strongly influenced by the 
working practices of photographers like Ripper, Cartier-Bresson, Marc Riboud, and 
others, who value Bresson’s ‘instant moment’. In other words, most of community 
photographers’ photographs are taken as they happen. Through a process of intense 
dialogue with their fellow neighbours, they wait for the right moment to take their 
photographs.  
Mainstream photojournalists I interviewed, such as, Eduardo Naddar, Wânia 
Corredo, Luís Alvarenga, Wilton Júnior, Domingos Peixoto, commented that they 
are expected to be writers, reporters, editors, and film-makers simultaneously. They 
said that they conduct interviews, write reports, edit their films, and record the audio 
whilst doing video journalism. Furthermore, they update Flickr, Twitter, and photo-
galleries on the newspaper websites. In contrast, community photographers are not 
expected to do this range of tasks.  
It is important to recognise that there is a blurred line between the working 
practices of photographers from community and mainstream media organisations, as 
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mainstream photojournalists produce photo essays by following the principles of 
documentary photography, and community photographers by observing 
photojournalists in action also document events from a journalistic perspective. This 
being said, the relevance of this study is to highlight the differences and 
commonalities between their practices in order to reflect on how community and 
mainstream media can enrich each other so as to lay the bases for a dialogue between 
both.  
1.2 RESEARCH QUESTION AND SUB-QUESTIONS 
1.2.1 Key research questions 
The main research question of this study focusses on a subject that has received 
little attention in academic studies: What are the working practices, discourses and 
identities of community and mainstream media photographers who capture visual 
representations of the favelas? This PhD research focusses only on community 
photographers who work in an institutional context.  
Sub-questions include: 
• What are the differences and commonalities between the two groups of 
practitioners? 
• How do the institutional framework and editorial policy of community and 
mainstream media shape photographers’ discourses, identities, and 
products? 
• How can commercial and community media enrich each other to yield 
benefits for the people within Brazil’s favelas? 
While I do consider some historical data, the thesis primarily studies issues and 
activities from a period from 2007 to the present day (although primarily up to 2011, 
due to the timing of the data gathering). This is because a series of radically different 
but mutually reinforcing activities led to an increase in photographic representation 
from 2007 in the favelas by both mainstream and community media. This period can 
be considered one of considerable interest due to a range of developments that 
affected community photojournalism in the favelas.  
In 2007, a prominent film-maker (Guillermo Planel) released the first of three 
documentaries about the ethics and challenges of photojournalists who record urban 
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violence in Rio. Abaixando a máquina (Lowering the camera) explores the way 
mainstream photojournalists report on the favelas and the ethical implications of 
their working practices, while reporting on violence and crime in Rio’s low-income 
suburbs. Planel’s documentary film spiked interest among media people and NGOs 
about the role and practices of photojournalists in urban Brazil, including Rio’s 
favelas, which led to the broadcast of Planel’s film at the NGO Viva Rio in 2008. 
This event marked the beginning of the dialogue between mainstream 
photojournalists (who had taken part in Planel’s film) and community photographers 
for Viva Favela, who for the first time could discuss the representations of favela 
communities in the mainstream media.  
The process of dialogue between community photographers and mainstream 
photojournalists that started at that event resulted in the production of Planel’s 
second documentary about the role of photographers in favelas Vivendo um outro 
olhar (Living on the other side) that was released in May 2010. The rushes of Living 
on the other side, which I have obtained from Planel, include interviews with 
community and mainstream photographers that he conducted between September 
2008 and December 2009, and also forums and workshops that he filmed in Rio’s 
different favelas. Furthermore, I did my fieldwork in Rio de Janeiro from November 
2010 to January 2011, and thus most of the information that is analysed here is 
approximately from 2007 to 2011.  
During this period, Rio de Janeiro’s favelas faced greater police interventions 
and the establishment of the Pacifying Police Unit (UPP) that led to substantial 
changes in media activity in some of Rio’s favelas due to increased security. The 
UPP’s activities had implications for relationships and identities within the favelas, 
and also between favelas and the rest of Rio de Janeiro. In addition, community 
photojournalists starting to be active in substantial numbers thanks to a burst of 
activity by two organisations – Viva Favela and Imagens do Povo – to train 
community photographers. Moreover, there was also an exponential increase in the 
availability within favelas of affordable, easy-to-use technologies for photography 
(eg free or inexpensive digital cameras, mobile phones with inbuilt cameras) and for 
editing and sharing content (eg the emergence of ‘Lan Houses’, a form of cyber-cafe 
that provides cheap access to computers and the internet).  
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It is important to recognise that the relationship between Planel and Mesquita, 
who is a photography and audiovisual editor for the Viva Favela portal, fostered the 
dialogue and collaboration between prominent mainstream media practitioners 
(including Planel) and favela-based leaders that led to incremental 
dialogues/collaboration between professional and community photojournalists. This 
relationship between mainstream photojournalists and community photographers laid 
the bases for community photojournalists to begin to increasingly transition into 
mainstream media or other corporate jobs that used their photographic skills. The 
project Curta Favela (Favela Shorts) that is explored in Section 4.5.1 is 
representative of this dialogical relationship between prominent mainstream media 
practitioners (including Planel) and favela-based leaders.  
It is important to acknowledge that this PhD research currently does not 
attempt to fragment the findings into institutional blocks, ie the community media of 
Viva Favela and Imagens do Povo versus different mainstream media. The thesis 
explores overlaps, collaborations, differences and disagreements between community 
and mainstream media photojournalists. It is not possible for this thesis to analyse the 
innumerable acts of photography that occur across Rio’s 763 favelas (Instituto 
Brasileiro de Geografia e Estatística (IBGE) 2010). The thesis very deliberately 
focusses on the activities of community photographers who are associated with Viva 
Favela and Imagens do Povo, because these are by far the most prolific and 
prominent community media organisations in terms of photographic products that 
they produce, although there is no aim to conduct an ‘institutional study’ of these 
two organisations. The influence of the work carry out by proponentes of these 
community-based organisations is well established, and the thesis discusses how 
their photographic products have been widely circulated and even influenced Brazil’s 
mainstream media. While the institutional contexts and imperatives of Viva Favela 
and Imagens do Povo and commercial media organisations are analysed to see how 
they influence the habitus and practices of photojournalists, the thesis primarily 
considers overarching themes within and across community and mainstream media 
rather than constructing them as groups of organisations. 
This study examines the photographic practices, identities, and discourses of 
community photographers and mainstream photojournalists who create visual 
representations of favelas; therefore, there is a need to trace the history of the favelas 
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to illuminate why community media and independent photographic initiatives strive 
to re-signify the favelas and their communities. Although this study is focussed on 
Brazil, it compares the Brazilian situation to similar ones in other countries in order 
to illuminate when community-based photography initiatives in different nations are 
working in similar or different ways to Viva Favela and Images do Povo. The Italian 
NGO Fotografi Senza Frontiere (Photographers Without Borders), which has 
undertaken community projects in different regions all over the world, is also 
referred in Section 4.6. 
1.3 THE FAVELA AND ITS MYTH OF ORIGIN 
Scholarly studies, organisations and, in the case of this study, two non-
government organisations (NGOs), Observatório de Favelas (Favelas Watch) and 
Viva Rio, have made a great effort to re-signify the meaning of the name ‘favela’. 
Several articles on the Observatório de Favelas website 
(http://observatoriodefavelas.org.br)  aim to redefine and reflect on what the favela 
is.  
‘Favela’ is often translated simply as ‘slum’ or ‘shantytown’, but these words 
are not able to adequately capture the complex meaning that the word ‘favela’ has for 
Brazilian culture. The term originated at the Favela Hill (Morro da Favela), where 
the outcome of the War of Canudos (1893-1897) was decided. From there, the 
Federal soldiers observed the canudenses and their village during the rebellion. The 
rebels were called canudenses because they followed Antônio Conselheiro (Antônio 
the Counselor), who was the religious leader and founder of the Village of Canudos. 
Favela is also the name of a tree found on the side of hills in northeast Brazil, which 
was very common at the time of the War of Canudos in the region of Bahia. 
Furthermore, the words ‘slum’ or ‘shantytown’ focus on what is perceived as lacking 
rather than on what is there. These terms connote negative characteristics such as 
shortage, poverty, and deprivation. Valladares (2008) argues that the term ‘slum’ 
should not be used while referring to a favela because “the systematic use of such 
words ends up stigmatizing neighborhoods situated at the bottom of the hierarchical 
system of places that compose the metropolis” (Valladares 2008, 1). She notes that 
some social scientists, such as Davis (2006), use the term. However, Gilbert (2007) 
suggests that one should take care in using words.  
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In order to determine the way Rio’s low-income suburbs are portrayed by 
writers, Williams (2008) investigated literary representations of the favelas, such as 
investigative journalistic accounts (fictional and non-fictional), travel writing, and 
reference made to film and literature concerning particularly the issue of poverty 
within the context of the favelas in Rio de Janeiro. Her findings correspond to those 
of Valladares (see Section 1.4) as Williams (2008, 497-498) indicates the 
representations of the favelas tend to succumb to myth and clichés that have been 
built for more than a century, when the Rio’s first favela, Morro da Providência 
(Providential Hill) was established. Drawing inspiration from Valladares, Williams 
(2008, 498) argues that the representations of the favelas are embedded in three 
different dogmas. The first depicts the favelas as illegaly and irregularly occupied 
spaces of transgression, where residents have low quality of life. The second 
consolidates the idea of marginality and poverty, and reaffirms the association 
between favela dwellers and vagabonds, who are unable to integrate into the Rio de 
Janeiro’s society; and the third that conceives Rio’s low-income suburbs as ‘favela’ 
in the singular, rather than ‘favelas’, which denies the multiplicity and diversity of 
the favelas.  
Favelas are also thought against Rio’s formal city that is expressed via an idea 
that conceives Rio as a cidade partida (divided, broken, fragmented city). Cidade 
partida is a term coined by journalist Zuenir Ventura (1995) who wrote a book as the 
same name to narrate the 1993 massacre of 21 of that favela’s residents by police. 
According to Peixoto (2007, 170), the methaphor of the divided city has gained wide 
spread circulation due to Rio’s social inequities, societal conflicts, and violence. By 
comparing Rio de Janeiro to other Brazilian and Latin American cities, Peixoto 
(2007, 171) and Veloso (2010, 254) indicate the uniqueness of Rio de Janeiro, where 
a prominent segregation concides with the share of the same geographical area by the 
rich and the poor (see Section 1.5). “This situation has a paradoxical double effect: it 
accentuates the perception of social inequities by the poorer residents but also fosters 
a self-protective blindness among the middle and upper classes, a refusal to take full 
measure of the poverty that is obviously right there” (Peixoto 2007, 171). In this 
context of segregation and physical proximity, the favelas have become a significant 
part of the imaginary of the city, where paradoxical representations of the favelas 
have proliferated.  
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In its positive image, the favela is a vital place for the creation and 
performance of popular art forms. On the negative side, throughout the 
twentieth century, as Alba Zaluar and Marcos Alvito observe, the favela has 
inhabited the urban imaginary as a locus of illnesses and epidemics, as the 
place par excellence of bandits and idlers, as a promiscuous heap of people 
without morals (14). In the divided city of our day, the drug trafficker and 
his gang replace the vagabonds and idlers of former years in this image, and 
violence is raised to new levels of sophistication. (Peixoto 2007, 171) 
Otherwise, the coordinator of the Observatório de Favelas NGO, Jailson de 
Souza e Silva (2002) opposes this sociocentric view which states that the 
fragmentation of the city resulted from spatial, cultural, and economic distinctions in 
the way the territory is distributed in Rio de Janeiro. Instead, Silva argues that the 
historical development of the city that is embedded in cultural, political, and 
economic connections among different social groups, laid the bases to the emergence 
of a plural city; where the everyday of the people living inside and outside the 
favelas is embedded in a complex network of relationships of distance and 
proximity.  
This study understands Rio de Janeiro as a plural city without denying the 
social divisions and socio-spatial borders that exist not only between the favelas and 
the Rio’s formal city but also among different favelas. This will be discussed further 
in Section 5.1.  
Valladares’ A invenção da favela: do mito de origem a favela.com (The 
invention of the favela: from its myth of origin to favela.com) (2005) covers the 
representations of the favela and its residents across more than hundred years since 
the establishment of the first favela in Rio de Janeiro’s, Morro da Providência. 
Valladares (2005, 22) notes that the favela, contemporarily regarded as an urban 
phenomenon, was conceived as “a rural world in the city” during the first half of the 
twentieth century.  
Zaluar and Alvito (2006, 7) suggest that reflecting on the advent of the favela7 
also represents a reflection on Brazil and how it changed in the nineteenth and 
                                                
 
7 Regarding the origins of the favela see: (Valladares 2005), (Vaz 1986), (Rocha 1986), (Benchimol 
1990), (Carvalho 1986), (Zaluar and Marcos Alvito 2006).  
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twentieth centuries. This is especially true in Rio de Janeiro, where republicans 
embodied with racist theories and local oligarchies orchestrated the dismantling of 
the cortiço-style urban housing to transform Rio de Janeiro into a European city 
(Zaluar and Marcos Alvito 2006). 
 Valladares (2005, 22) shares the same view with Zaluar and Alvito when she 
argues that at the dawn of the twentieth century, Brazilian intellectuals and society 
were concerned about health, hygiene and the transformation of Rio de Janeiro into a 
beautiful city. Therefore, cortiços were destroyed in order to fight against what was 
considered the origin of health problems. Cortiço is a Portuguese term used in Brazil 
to describe collective urban housing which has very often very small rooms built 
with wood or improvise buildings, located at the back of buildings. Cortiço used to 
be a forbidden habitation by the Town Hall. Cortiço is also regarded as old buildings 
where many people live together in small apartments and/or residences. In these 
places, there is a strong sentiment of partnership and solidarity combined with a lack 
of privacy. 
Valladares (2005, 24) states that many scholarly studies have suggested that 
this kind of forbidden housing style can be considered the seed of the favela; this is 
the same view held by Zaluar and Alvito (2006, 7), who state that with the 
dismantling of the cortiços their residents had to find other places to live. Therefore, 
they started to go up into the hills and to build their houses there and to occupy 
empty places throughout the city.  
The discourses about the cortiços were transferred to those of the favela. Zaluar 
and Alvito (2006, 10) found that only three years after of the establishment of the 
Morro da Providência, it was already considered a dangerous place. The advent of 
the Providential Hill is connected to the end of the War of Canudos, which finished 
on 1 October 1897. At that time, the Brazilian Army, after having fought in Canudos, 
settled on Morro da Providência, in Rio de Janeiro, which was Brazil’s capital city at 
the time, to pressure the Federal Government to pay outstanding wages. There, the 
soldiers built their temporary dwellings, which later became Rio’s first favela. The 
soldiers looking at their temporary dwellings noted the similarities with dwellings in 
Canudos and started to call them ‘Morro da Favela’ (Favela Hill). Valladares, 
nonetheless, points out that 
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favela became eventually the general denomination of an urban phenomenon 
typical of Rio’s development from the 1920s on, whereby settlers built 
precarious homes in land they did not own. By the 1950s it was extended to 
a national category used by the Brazilian census, and from the 1960s on it 
entered the terminology of the social sciences. Nowadays it stands in Brazil 
for a poor segregated area in the city and it is often seen contradictorily as an 
area of solidarity and sociability, but where violence, associated to drug 
dealing, is present in everyday life. (Valladares 2008, 2) 
The current discourse always regards the favelas as sites of social pathology, 
hygiene problems, segregation and urban violence; in addition, the discourses about 
the low-income areas of Rio de Janeiro often connect the favelas with environmental 
issues. In 2009, walls were built around the favela of Santa Marta, in the south area 
of the city. The argument of the Rio de Janeiro government was that the walls aimed 
to stop the growth of this community across the Atlantic Forest. Walls were also 
built around the Complexo da Maré, which encompasses 17 different favela 
communities; in this case, the government claim was that the walls would isolate 
noise. The construction of these walls is a very controversial issue among favela 
communities. In November 2010, I interviewed AF Rodrigues, a community 
photographer from Complexo da Maré. At that time, he mentioned that the walls 
brought to light the Rio de Janeiro government’s attempts at consolidating the idea of 
the broken city. He said that there was ongoing discussion in favela communities to 
reflect on which sorts of violence the walls might generate (Rodrigues 2010).  
Regarding the way city dwellers and favela residents see each other, Veloso 
stated:  
After several years of research in various favelas, I have found similar views 
expressed by people of all classes and backgrounds. Those living in favelas 
will often refer to themselves as o pessoal do morro (‘the people from the 
hill’), and will point out their difference from o pessoal lá de baixo (‘the 
people from down there’). The same term o pessoal do morro is used by 
nonfavela residents, but those residents do not employ a specific term to 
refer to themselves. Not living in a favela is already the unmarked category, 
and people may not find it necessary to label themselves in any manner other 
than saying that they are cariocas. As sociologist Leite (2000, 74) points out, 
it is precisely this image of favela residents as entirely ‘different’ from other 
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people that allows them to be readily equated, in popular imaginations, with 
‘criminals’. (Veloso 2010, 258)  
For more than a century since the first favela was established, favela 
inhabitants have always been regarded as criminals, unemployed, lazy and unable to 
integrate into Rio de Janeiro’s society. This dominant perception of favela dwellers 
corresponds with the representations of cortiço dwellers in the nineteenth century. 
The favela can be seen in connection to myriad of images, ideas and representations 
about this particular urban phenomenon that has been built up by doctors, engineers, 
politicians, writers, administrators and social scientists (Valladares 2005). However, 
Valladares (2008, 3) notes that from a historical approach, the favela has been 
regarded as an issue of debate for over a century. 
Valladares (2005, 22) reclaims the social representations of the favela from its 
origin myth: the War of Canudos (1893-1897), based on non-specialised literature. 
To do this, she determines how a social representation of the favela has attained 
significance from the intellectual thought, social imagination and urban practice 
throughout the twentieth century. These initial representations can be acknowledged 
as an advent of a myth of origin of the social representation of the favela. 
Os Sertões (Rebellion in the Backlands) (Cunha 1902/ 2003), which represents 
one of the great achievements of Brazilian literature, was published in 1902, five 
years after the end of the war. It narrates the rebellion of Canudos, marking the 
beginning of the dualism between the Brazilian coast, regarded as ‘civilised’, and the 
backlands, recognised as a place of fanatics, the poor and non-educated people [see 
(Baroni 2012)]. Valladares (2005, 23) argues that, from that time, the dualistic idea 
of ‘coast’ versus ‘backland’ was transposed into ‘the city’ versus ‘the favela’. 
Valladares (2005, 23) nonetheless divides the process of construction of 
representations of the favela into four different periods: (1) the image of the village 
of Canudos, which appears in the classic Os Sertões (1902/ 2003) by Cunha. 
Euclides da Cunha was a Brazilian writer, engineer and war correspondent from the 
O Estado de São Paulo newspaper during the War of Canudos, which took place in 
the state of Bahia; (2) the advent of the favela as a social and urban problem; (3) 
political actions to fight against what was considered a ‘social hell’; and (4) official 
data collection about the favela’s population between 1948 and 1950, which defined 
a general concept about what the favela, this kind of urban-housing style, meant.  
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Based on a lengthy analysis of the scholarly literature on the favela between 
1900 and 2000, Valladares indicates that the 1940s marked the advent of academic 
thinking on the subject. However, the very limited number of publications during this 
decade indicates a lack of motivation towards this phenomenon by social scientists:  
This production dates from before the take-off of the social sciences in Brazil. It is 
highly significant, since from these beginnings date the representations of the 
favela that will predominate during the later 20th century: the opposition between 
the favela and the city. (Valladares 2008, 4) 
In contrast, in the mid-1960s, a sharp increase in the number of publications 
can be observed. Valladares suggests that it was a result of the establishment of 
doctoral studies in Brazil. The 1960s period encompasses more than 90% of all the 
literature on the favela phenomenon (Valladares 2008, 5). At that time, the favela 
was discovered by the social sciences and became a fashionable subject. According 
to Valladares: “Publications often used the favelas in order to deal with broader 
issues such as urban poverty, or the everyday life and customs of the common 
people” (Valladares 2008, 6). She entertains a hypothesis that “interest in the study 
of the favela is linked to public policy and to urban planning issues” (Valladares 
2008, 8). The intensity and orientation of this interest varies from one period to 
another. Valladares (2008, 10) also indicates that violence and social exclusion were 
two major themes for the social sciences in Brazil. This preoccupation was a result of 
a sense of insecurity that has steadily increased in the major Brazilian cities since the 
mid-1980s.  
After having analysed the scholarly literature on the favelas, in which 29 
different academic areas were identified, Valladares (2008) indicates that the favela 
has been regarded as the territory of poverty. The 29 different disciplines identified 
by Valladares (2008, 12-13) are urban sociology; urban design and architecture; 
urban anthropology; social work; urban geography; ‘institutional production’, which 
embraces two different categories: official publications and NGOs reports; political 
science; social medicine; education science; urban law; personal accounts by 
residents in favelas (authors belonging to various disciplines); psychology and 
psychiatry; engineering; public administration; journalism; population study; 
economics; philosophy; social communication; film; public security; social 
development; nursing; statistics; art history; theology; and geology. Furthermore, 
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certain themes (such as urban policy, transformation in the state market, and the 
social and demographic aspects of favela dwellers) have received diminishing 
attention in scholarly research.  
As a response to this culture of research in Brazil’s favelas, the research 
question and methodologies for this PhD thesis were not designed to explore the 
meaning of community and professional photography within the context of violence. 
Instead the thesis’s key question and methodologies acknolwedge that the despite the 
realities of high levels of crime and violence in favelas, the definition of the favelas 
as being primarily and inherently “a situation of violence” is a reductionist 
stereotype. In fact, sections 1.3, 1.4 and 1.5 describe very clearly the history and 
limitations of framing the favelas as situations of disadvantage or violence. This 
thesis instead extends research that has emerged in the past five to 10 years that goes 
beyond studies of poverty, crime and violence, by focusing on photography and 
photojournalism as it captures the “everyday” of the favelas. The concept of 
“everyday” potentially includes but is not confined to violence. By deconstructing 
the ideas that associate favelas with violence and favela dwellers with criminals, the 
research is able to encompass evidence of both the favelas and photography as sites 
for community, solidarity, and creativity. 
My PhD research focusses on the favelas of Rio de Janeiro, rather than favelas 
across the whole of Brazil due to the historical, social, and cultural diferences among 
Brazilian different regions. It is importante to recognise that the favelas of Rio de 
Janeiro are different from favelas of São Paulo, Belo Horizonte, the Amazon region, 
or even Brasília, the Federal District. Furthermore, popular discussion and much 
academic analysis indicate the uniqueness of the city of Rio de Janeiro when 
compared to other Brazilian cities (Dreyfus et al. 2008; Misse and Lima 2006; 
Valladares 2005; Veloso 2010; Zaluar and Marcos Alvito 2006; Zaluar and Ribeiro 
2009). The 2010 Brazilian Census (Instituto Brasileiro de Geografia e Estatística 
(IBGE) 2010), for instance, indicates that Rio is the Brazilian city where there is the 
greater number of people living in favelas, i.e., 1.393.314 out of 6.323.037 people 
living in Rio, excluding Rio’s metropolitan area. Furthermore, I needed to confine 
the scope of this thesis to Rio in order to have a manageable topic and question that 
could be reasonably completed within three years. It included the time spent to build 
partnerships with favela residents in order for me to gain access in their communities 
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as a means to carry out my fieldwork. Rio alone is already very complex as there are 
what is regarded as the ‘formal’ city, ‘pacified favelas’, ‘non-pacified’ favelas, 
favelas ruled by the so-called ‘militias’, and also the ‘subúrbio’, i.e., low-income 
pheripheries, suburbs, which unlike favelas are considered part of the ‘formal’ city of 
Rio de Janeiro.  
1.4 THE FAVELA VIEWED BY ITS OWN OBSERVATORY 
In August 2009, a seminar called ‘O que é a favela, afinal?’ (What is the 
favela, anyway?) was held at the Observatório de Favelas. It assembled scholars and 
representatives of different governmental institutions, universities and civil society. 
One of the main aims of this seminar was to shed light on the favela phenomenon by 
contributing to a formulation of a concept that would encompass the favela’s 
complexity and diversity with regard to urban space. After extensive discussion and 
conversations, the NGO Observatório de Favelas (Silva 2009, 22-23) presented its 
own declaration about the favela. It stated that the favela was characterised by the 
following features. Historically speaking, favelas have received scarce investment 
from the Federal Government and formal marketing, particularly concerning the 
issues of urban housing, finance, and services. Favelas have faced a strong social and 
spatial stigmatisation, especially from people living outside the favelas. Concerning 
urban standards, favela-style urban housing, i.e., houses and streets disregard the 
formal city’s standards. Favelas have high density of urban housing and the social 
occupation of the territory aims mostly dwelling. In comparison to other areas of the 
city, favelas present lower income, educational and environmental indicators, high 
rates of underemployment and informal jobs, high density of population with high 
rates of African and indigenous descendants, and environmental vulnerability. 
Concerning security, favelas present lower level of sovereignty from the Federal 
Government in comparison to Rio’s formal city. It is expressed via favelas’ high 
rates of violence, namely the lethal violence that are above the average rates of the 
city. Paradoxically, favelas do present intense sociability and solidarity among 
neighbours.  
Valladares (2008, 17-18) argues that a detailed analysis over the past 30 years 
of scholarly literature on the favela indicates that the favela is characterised by a 
certain number of aspects that form a body of dogma about this urban phenomenon. 
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Regarding these dogmas, Valladares (2008, 18) says “they are simply taken for 
granted and form the implicit foundation of the research perspective”. Valladares 
enumerates three different dogmas: the specificity of the favela; the locus of the 
poverty; and the unity of the favela.  
The first dogma considers the favela by its specificity. The favela is unique, 
because it has its own history and mode of growth, which occurred in a very 
particular way if compared with other Rio de Janeiro suburbs. “Urban geographers 
stress the special way in which the favela occupies space, its total disregard for 
regularity and for urban layout and standards, i.e. proper streets and proper 
servicing” (Lopes, 1955; Parisse, 1970; Cavallieri, 1986). In addition, sociologists 
and anthropologists suggest that there is a specific ‘favela culture’ that expresses 
itself through its cultural expressions and modes of living (Zaluar and Marcos Alvito 
2006). Valladares (2008, 19) argues that many studies assert “a marked identity of 
the favela, with its specific geographical features, its illegal status and land use, its 
obstinacy in ‘remaining a favela’, and in keeping up its distinctive lifestyle”.  
The second dogma regards the favela as the urban territory of the poor. This 
dogma traces the history of the favela that tells a story of land invasion by 
impoverished soldiers who fought in the War of Canudos and a story of migrants. On 
the other hand, Valladares (2008, 20) indicates that sociologists have transformed the 
favela from a social problem into a solution; the social sciences have turned the 
discussion to the argument that the favela provides free housing opportunities to 
people without permanent income as a means of self-help. According to Valladares: 
“The basic assumption, however, remains unchanged: the favela is a space proper to 
the urban poor, where the poor feel at home, where they are at home, which is their 
home” (Valladares 2008, 20). The favelas remain as specific sites of segregation 
where favela inhabitants have struggled to have their voice heard by the public 
authorities. Valladares also points out the pejorative way in which favela dwellers 
are regarded. The term favelado, which originally linked a person to a place, later 
started to connect a person to a specific social condition that is embedded in illegality 
and poverty.  
The last dogma regards the favela by its unity. The favela is very often 
characterised in the singular form ‘the favela’ rather than ‘the favelas’ in both 
scholarly theory and political practice. Valladares notes that this single category 
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indicates a lack of interest in reflecting on the favelas as places of diversity. In 
addition, it denies the geographical and demographical variety from one favela to 
another.  
Differences internal to the world of the favelas are simply assumed to be 
merely of secondary importance. The diversity and plurality of social 
relationships and situations are occulted. It is always to the ideal-type, the 
archetype, that goes the discourse on the Rio’s favelas. A favela is seen as 
being necessarily a hillside settlement (morro), illegally occupied, outside 
the law, under-serviced, a concentration of urban poor. The single generic 
denomination unifies situations that often vary in terms of geography, 
population, social composition and urban form. (Valladares 2008, 21) 
The Observatório de Favelas has attempted to change this traditional idea that 
regards the favelas as separate to the rest of the city. This non-government 
organisation (Silva 2009, 22) acknowledges that a definition of the favelas must not 
be by what they lack in comparison with the mainstream model of the city as a 
whole; they must be reflected by their own socio-territorial specificities. Likewise, 
Valladares (2008, 22) argues that to take the favelas together implicates 
methodological consequences, for instance, the acceptance of the idea that Rio de 
Janeiro has become a divided city. This argument can be juxtaposed with Veloso’s 
notion of “compulsory closeness” that speaks of uneasy relationships between city 
residents and favela dwellers in Rio de Janeiro.  
1.5 COMPULSORY CLOSENESS IN RIO DE JANEIRO: FAVELA AND 
NON-FAVELA  
According to Veloso (2010, 253), the city of Rio de Janeiro’s specificities, 
uniqueness, and peculiarities puts in question notions of ‘urban’ and ‘suburban’, 
‘centre’ and ‘periphery’, ‘favela’ and ‘non-favela’. It is worth noting that in Brazil 
the term ‘suburb’ brings to mind an idea either of impoverished peripheries or of the 
American middle-class and/or upper-class neighbourhoods. In the case of Rio de 
Janeiro, suburbanos (suburban dwellers) are regarded as those who come from 
poorer backgrounds, and as such, have to live far away from the city’s cultural, 
economic, and social centre. However, favelas are neither regarded as the centralised 
formal suburbs nor the outer peripheries, which are “equally ‘formal’ in the sense 
that they are actually part of the city, paying their taxes and participating in the 
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formal economy” (Veloso 2010, 254). Favelas stand, from the very beginning, as 
places of resistance where favela residents have fought to maintain and legitimise the 
favela-style urban housing, which is based on auto-construction.  
Unlike São Paulo, “where entire ‘edge cities’ have been built far away from the 
centre and based on the promise of gated security” (Veloso 2010, 254), Rio 
concentrates the most favoured suburbs at the heart of the city: the Southern zone, 
which shares the same geographical area with the very poor, due to the closeness of 
favelas. Nevertheless, the fact that rich and poor share the same geographical space 
does not mean that they live peacefully; the history of the city has shown quite the 
opposite. Favela dwellers and city’s residents coexist, but they do not live together. 
To understand this uneasy relationship between ‘favela and non-favela’, ‘centre and 
periphery’, Veloso (2010, 254) coined the term “compulsory closeness”.  
Compulsory closeness speaks of intricate relationships that take place in the 
city of Rio, and adds to the understanding of how the shared space between the poor 
and the rich ends up reinforcing social borders, rather than minimising them. The 
favelas are interwoven with the high-income suburbs of Rio, so favela residents and 
city dwellers are forced to coexist. However, Veloso (2010) found that this 
compulsory closeness, instead of fostering the dialogue between different social 
classes, ended up reinforcing their differences. The compulsory closeness concept 
also helps to shed light on the symbolic and social boundaries across Rio de Janeiro, 
and the transition process facing the city due to the establishment of UPPs (Unidades 
de Polícia Pacificadora – Pacifying Police Units) in the favelas. The understanding 
of Rio de Janeiro’s borders and the process of pacification of the favelas contribute 
to the understanding of the differences and commonalities of the working practices, 
identities and discourses of community and mainstream photojournalists (see Section 
5.2).  
Veloso (2010, 254) suggests that “life in Rio is defined by a series of 
parameters of distance and proximity that are relative rather than absolute, and are 
produced by ambiguous strategies of separation and proximity different from those 
documented in other metropolises”. She argues that Rio is a city of specificities. For 
one thing, it has an abysmal crime rate, which opposes the idyllic idea of it being a 
‘wonderful city’, one of the most beautiful cities in the world. Rio also has a peculiar 
geography: “for its many hills and long waterfront have favoured a form of 
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unplanned urban occupation whereby houses and roads have historically been built, 
literally, wherever nature would permit” (Veloso 2010, 256). This geography has led 
to the interweaving of favelas and elite neighbourhoods. According to Veloso, in 
addition to the divisions between the city and the favelas, there are divisions between 
the favelas and the working-class neighbourhoods, where there is 
the combination of physical proximity, similarity in social standing, since residents 
of both favelas and working-class suburbs are poor and marginalised, and symbolic 
distance. And, while all are poor and violence takes its toll on both spaces, it is 
favelas that bear the stigma of marginalisation. (Veloso 2010, 256-257)  
Thus far, this chapter has explored how the advent of the favelas in Rio is 
intrinsically connected with the emergence of discourses that portray favelas as 
places of vagabondage, criminality, and violence. This criminalisation of the poor 
has mobilised community leaders and non-profit organisations to search for novel 
ways to present Rio’s low-income suburbs in a positive light by generating images of 
the everyday life of favela communities. Furthermore, it has been shown that Rio de 
Janeiro concentrates the most favoured suburbs at the heart of the city: the Southern 
zone, which shares the same geographical area with the very poor, due to the 
closeness of favelas. This particularity of Rio, instead of fostering the dialogue 
between the people, has reinforced the idea of a divided city, where favela dwellers 
and city residents coexist, but do not live together.  
The fundamental aim of this research is to investigate and compare the 
working practices, identities, and discourses of community photographers and 
mainstream photojournalists who capture visual representations of Rio’s low-income 
suburbs. Although this study is not focusing on the favelas themselves, the 
background information about Rio de Janeiro and its favelas contained in this chapter 
is necessary for two reasons: to understand the complexity of Rio’s favelas and to 
illuminate the reasons underpinning community-based organisations’ attempts to 
generate positive representations of the favelas and their residents.   
1.6 SIGNIFICANCE OF THE RESEARCH AND THESIS OUTLINE 
This study is significant and valuable because it explores the working 
practices, discourses and identities of community and mainstream photographers, 
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and will contribute to an understanding of the differences and commonalities 
between these two occupational groups.  
The project should have several benefits: 
• illuminating how photographers’ subjectivities and habitus reflect the role 
that photographic representations of the favelas and their inhabitants might 
have in the political agency and voice afforded to the people within 
Brazil’s favelas 
• fostering dialogue between community photographers and mainstream 
photojournalists by providing them with a wider understanding about their 
differences and commonalities 
• helping to shed light on how the state of urban violence and the 
institutional frameworks of mainstream and community media 
organisations inform the working practices, discourses, and identities of 
community and mainstream photographers 
• contributing to the discussion about how community and commercial 
media can enrich each other and yield benefits for people in marginalised 
communities.  
Chapter 2 examines the notions of power-knowledge, habitus, and the 
‘everyday’, to illuminate how the process of image production by mainstream 
photojournalists and community photographers is informed by editorial policies, 
professional beliefs, and daily routines. In addition, these concepts highlight the 
power relations that take place within community and mainstream media 
organisations. This chapter also addresses the changes facing mainstream journalism 
and photojournalism that are perceived to be technological changes. 
Chapter 3 presents different understandings of terms such as ‘community 
media’, ‘participatory media’, ‘citizens’ journalism’ to shed light on the motivations 
and practices of two community-based organisations: Viva Favela and Imagens do 
Povo. This discussion is followed by a summary of the data collection and analysis 
methods adopted in this research.  
Chapter 4 examines the working practices, discourses, and identities of 
community photographers and mainstream photojournalists by showing how they see 
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themselves and their roles as either community or mainstream photographers. 
Furthermore, it explores how Viva Favela and Images do Povo operate and train their 
students to become community photographers/correspondents. Finally, it presents 
some community photographers’ personal projects and an independent initiative 
named Curta Favela (Favela Shorts). In order to determine when community-based 
photography initiatives in other countries are working in similar or different ways to 
Viva Favela and Images do Povo, an Italian non-profit organisation Fotografi Senza 
Frontiere (Photographers Without Borders), which undertakes community projects in 
Uganda, Algeria, Palestine, Panama, Argentina and Nicaragua, is also investigated. 
Chapter 5 investigates the context and power relations in which both 
community photographers and mainstream photojournalists are embedded with and 
how the state of violence in Rio de Janeiro shapes their working practices and 
relationships.  
The final chapter, Chapter 6, summarises and synthesises this study’s 
contribution to the field of research; discusses the implications of this research and 
potential applications of the findings; makes suggestions for further research; and 
presents the main conclusions.  
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Chapter 2: Literature Review 
2.1 PURPOSE 
This chapter has as its main purpose to provide a frame for this study through 
the explanation of concepts, terms, and schools of thought that inform the way in 
which the research data was collected and analysed. The body of scholarly work 
refers to: the Foucauldian genealogy of power, which provides the concept of power-
knowledge that is relevant to understanding of power relations embedded with the 
process of production of knowledge and normalisation of attitudes. Bourdieu’s 
notion of habitus also sheds light on relations of power that are intrinsic to the 
journalistic field. Theories of journalism, which discuss the process of production of 
discourses and ‘reality effect’, contribute to illuminating the differences and 
commonalities of the working practices, identities, and discourses of photographers 
from community and mainstream media organisations.  
2.2 THEORETICAL APPROACH TO RESEARCH 
2.2.1 Power disputes in the journalistic field 
In order to determine the discourses, identities, and working practices of 
community and mainstream photographers in Rio’s favelas, this study combines two 
principles: Foucault’s ‘power-knowledge’ and Bourdieu’s habitus. Regardless of 
whether the production of knowledge happens in mainstream media or non-
governmental organisations, the process is embedded with power relations inherent 
to the journalistic field. The understanding of the working practices of community 
and mainstream photojournalists comes together with the understanding of a relation 
of power that produces habitus, professional beliefs, and routines. Combining 
Bourdieu’s notion of field and Foucault’s genealogy of power adds to my attempts to 
determine how non-verbal norms and rules shape two groups of factors: first, 
photographers’ discourses, identities and working practices, and second, the process 
of creating knowledge about the favelas, marginalised communities, and their 
residents.  
Foucault and Rabinow (1997, 59; 2003) understand power as a relation of 
forces, rather than as a single form such as state power or an institutional power. 
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Foucault, drawing from Nietzsche (Foucault and Rabinow 1997, 14), suggests that 
power should be thought of not as either a state or institutional power, but as power-
knowledge: “In order to understand what power relations are about, perhaps we 
should investigate the forms of resistance and attempts made to dissociate these 
relations” (Foucault, Rabinow and Rose 2003, 129). The word ‘resistance’ is an 
important term in the context of the favelas. Since the advent of Rio’s favelas, their 
residents have strived to maintain their own housing style and culture. Nowadays, 
proponents of community-based organisations have produced images of the favelas 
that show them in a very positive light, which contraposes the negative discourses 
the mainstream media have used and reinforced for over a century. This process of 
producing information and contra-information leads to questions about the 
production of discourses of truth that Foucault investigated via his analysis of the 
regimes of truth.  
In Truth and Juridical Forms, Foucault (1996) argues that the Athenian 
democracy introduced the idea that the truth can be pronounced by the common 
people. He purports that this is because their discourses carry the account of a 
rational form of proof and demonstration; are able to persuade the people of the truth 
that they enunciate; and they have the knowledge that comes from investigation, 
which includes witnessing, memory, and inquiry. “The witness, the humble witness, 
by the sole means of the game of truth that he witnessed and enunciates, can single-
handedly conquer the most powerful of them all. Oedipus the King is a résumé of 
sorts of the history of Greek law” (Foucault 1996, 328).  
In the case of this study, Foucault’s theories can be used to illuminate the 
conditions and rules under which photographers from community and mainstream 
media organisations respectively produce discourses/ knowledge concerning the 
favelas and their residents. With the advent of the Internet and an increase in the 
availability within favelas of affordable, easy-to-use technologies for photography, 
community-based organisations, such as Viva Favela and Imagens do Povo, have 
enable favela residents to become active media producers who are able to enunciate 
the knowledge they have and the events they witness. It means that these community 
photographers have built different discourses of truth concerning the favelas and 
their residents, as their discourses carry the account of the humble witness who tells a 
story from an inside perspective. However, as any production of discourse it is 
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embedded in power relations, as community photographers’ choices are underpinned 
by risk and fear. Section 5.2.3 demonstrates that their working practices are informed 
by a set of procedures concerning what topics they are allowed to talk about, and 
how they should develop their photographic assignments. Community 
photographers, for instance, avoid doing coverage of drug dealing, police brutality, 
and militias members actions in the favelas as they fear retaliations against 
themselves and/or family members.   
In Orders of Discourse, Foucault (1971) explores the way the production of 
discourse is controlled, selected, organised, and redistributed in a society, as he 
strives to understand how societies avert the materiality of powers which are intrinsic 
to discourses. In so doing, Foucault speaks of three different forms of 
interdiction/prohibition. The first is related to the object(s) of the speech. The second 
exclusion concerns the circunstances under which the discourse is pronounced. The 
third is about the privileged right to speak about certain subjects. In other words, the 
production of discourse is embedded in a series of prohibitions and power relations 
that determine what one speaks, under which circumstances, and whether one has or 
not the right to speak about a particular subject.  
Likewise, Bourdieu also reflected on power, but he did it through the analysis 
of economic capital that embraces cultural/ symbolic capital and social capital that 
constitute a certain field. In order to understand how power informs cultural 
production, Bourdieu introduced the notion of habitus. Individuals are embodied 
with habitus that embraces economic capital, cultural capital, and social capital. 
These different types of capital inform individuals’ subjectivities, and thus their 
products or, in Foucault’s term, discourses. By adopting Foucault and Bourdieu’s 
theories, this study examines community and mainstream photographers’ habitus so 
as to determine how cultural capital and economic capital that they possess shape 
their subjectivity and, as such, the fields of community and mainstream 
photojournalism. Drawing inspiration from Foucault’s power and regime of truth, 
this research investigates how power relations involving community and mainstream 
photographers, drug dealers, police officers, and favela residents, mould the 
production of discourses concerning the favelas and their residents. Foucault’s 
regime of truth is also useful to examine the process of producing information and 
contra-information by community and mainstream photographers. Given this study 
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does not intend to polarise their practices, it is important to identify the limitations of 
community and mainstream photojournalism in order to build an understanding 
about how the media ecology works best within both. 
Meditating upon power, Foucault (1999, 97) also reflected on the process of 
subjectification of individuals, as he suggests that there is a modest power, a 
disciplinary power, which produces normalisation, and thus individuals. This 
economy of power, which happens as a discipline, creates individuals who are 
constituted by habitus.  
Discipline ‘makes’ individuals; it is the specific technique of a power that 
regards individuals both as objects and as instruments of its exercise. It is not 
a triumphant power, which because of its own excess can pride itself on its 
omnipotence; it is a modest, suspicious power, which functions as a 
calculated, but permanent economy. (Foucault 1999, 97) 
This PhD study examines how photographers’ habitus or in Foucault’s term 
economy of power that creates discipline conditions a set of procedures that inform 
the production of discourses and/or visual representations on the favelas. It includes 
the way in which professional beliefs, working routines, and editorial policies 
influence on photographers’ working practices, identities, and discourses. 
Photographic projects in the favelas could be considered an embodiment of 
Bourdieu’s insistence that transformations in culture should rarely be revolutionary; 
instead, they are dependent on the possibilities present in the positions inscribed in 
the field (Bourdieu 1996, 167). According to Bourdieu, habitus is  
a product of history, produces individual and collective practices – more 
history – in accordance with the schemes generated by history. It ensures the 
active presence of past experiences which, deposited in each organism in the 
form of schemes of perception, thought and action, tend to guarantee the 
‘correctness’ of practices and their constancy over time, more reliably than 
all formal rules and explicit norms. (Bourdieu 1999, 109) 
However, Bourdieu argues that habitus cannot be thought of in isolation; it 
should be considered in relation to the field. “In such fields, and in the struggles 
which take place in them, every agent acts according to his position (that is, 
according to the capital he or she possesses) and his habitus, related to his personal 
history” (Bourdieu 2005, 47). Benson (2006, 194) argues that Bourdieu introduced 
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the individual agent who emerges as a result of his/her personal history, which 
includes social and educational background; this involves a complex trajectory or as 
Bourdieu puts it, habitus. Habitus is a synergy between cultural capital, an individual 
agent’s life history (prior disposition and heredity) and social capital, organisational 
and social conditions. By harmonising educational and social background, Bourdieu 
could reflect on what informs the individual action. 
Bourdieu (1986, 47) understands capital as accumulated labour that can be 
expressed via three different forms: economic capital, cultural capital, and social 
capital. Economic capital that is convertible into money and/ or into its 
institutionalised form, as property rights. Cultural capital that is convertible into 
economic capital on certain conditions and also into its institutionalised form, as 
educational qualifications. Social capital that is convertible into economic capital via 
social connections or into its institutionalised form, as a title of nobility. From this 
perspective, the social world that is understood by Bourdieu as accumulated history 
is expressed via the way different types and subtypes of capital is distributed at a 
certain moment in time. Thus, ‘the field’ manifests itself as a production of 
difference as long as this field presents a particular structure of the distribution of 
different types of capital and subtypes of capital.  
When this theory is adapted to the research problem, the analysis of 
photographers’ habitus enables examining the position of photographers within the 
fields of economic capital and cultural/symbolic capital. Furthermore, Bourdieu’s 
notion of field contributes to an understanding of how cultural capital and economic 
capital inform and give meaning to photographers’ habitus as well as how 
community and mainstream photographers fight to legitimise and valorise the capital 
they possess. Given that any field is characterised by the ongoing production of 
difference, it is necessary also to understand how photographers’ habitus conditions 
the specific field of community and mainstream photojournalism.  
Kossoy (2000; 2007; 2009) argues that photography is a result of a process that 
involves a photographer, a subject and a technology embedded in a certain time and 
space. The process of the creation of realities by photographers involves a set of 
procedures, which include subject selection, equipment selection, framing, instant 
selection, editing, and printing. However, this process of decision-making is 
embedded in photographers’ motivations, values, history, education and worldview 
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(Kossoy 2000); from Kossoy’s (2009, 43) perspective, a photographer is a cultural 
filter from which the images are produced. Studying photographers’ worldview and 
the process of image production provide us with a wider understanding of the process 
of creating representations of the favelas and their inhabitants by mainstream 
photojournalists and community photographers. Furthermore, analysing the process 
of visual imagery production adds to an understanding of the nature of the power 
relations and struggles that take place in mainstream and alternative journalistic 
fields.  
These sets of practices and processes of decision-making pointed out by 
Kossoy could be juxtaposed with Foucault’s (1999, 97) genealogy of power, which 
corresponds with Bourdieu’s argument about the homogenisation of practices and 
habitus of a group. In Bourdieu’s words: 
The objective homogenizing of group or class habitus that results from 
homogeneity of conditions of existence is what enables practices to be 
objectively harmonized without any calculation or conscious reference to a 
norm and mutually adjusted in the absence of any direct intervention or, a 
fortiori, explicit co-ordination. (Bourdieu 1999, 113) 
Foucault and Bourdieu studied different objects, and Michel de Certeau (1980, 
22) argues that both of them attempted to transform the silence of things into 
discourse and language. While Foucault investigated the process of normalisation of 
attitudes that happens through a permanent economy of surveillance by looking at 
the spatial nature of schools, hospitals, and asylums, Bourdieu attempted to 
understand the process of cultural production by looking at socio-economic spaces 
that have their own laws, struggles, and power disputes. Stemming from Bourdieu 
and Foucault, this research project focusses on community and mainstream 
photographers’ non-verbal practices as they capture the ‘everyday’ of the favelas in 
order to shed light on how habitus shapes photographers’ subjectivities that end up 
informing the fields of community and mainstream photojournalism.  
This section has explored different forms of prohibition concerning the 
production of discourse from a Foucauldian perspective as well as processes of 
subjectification via the ongoing production of difference, i.e., the structure of 
different types and subtypes of capital (economic, cultural/symbolic, and social 
capital) that is expressed via Bourdieu’s theory of the field. Given this PhD research 
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aims to study the working practices of community and mainstream photographers 
who capture the ‘everyday’ of favela communities, there is a need to explore the 
concept of the ‘everyday’. The notion of the ‘everyday’ is very significant for this 
study, as this PhD research examines the way community and mainstream 
photographers represent and construct the ‘everyday’ of favelas, rather than simply 
reframe favelas as situations of violence. 
2.2.2 The ‘everyday’ 
The idea of the ‘everyday’ is connected to Foucault’s microphysics of power 
and Bourdieu’s habitus as those principles attempt to give voice to the silence of 
non-verbal practices, or in Certeau’s (1980) words, the “practices of everyday life”. 
The concept of the ‘everyday’, which emerged with the major social changes at the 
start of the twentieth century, illuminates what has occurred in terms of community 
media photography in Rio de Janeiro.    
The notion of the ‘everyday’ indicates photography as a means of empowering 
people and encouraging social change existed long before the advent of digital 
cameras or even the Internet. Though photography and film were decisive in the 
process of constituting the idea of the everyday as a means of social transformation, 
its origins were part of a long revolution “in the secularisation of bourgeois culture 
from the middle of nineteenth-century” (Roberts 1998, 14). And, as such, the idea of 
the ‘everyday’ cannot be constrained by the impact of modern technology. The 
‘everyday’, in terms of Westernised societies at that time, was understood as either a 
description of the commonplace or a specific aesthetic that encompasses a set of 
identities.  
The term ‘everyday’ was incorporated by the spheres of politics, science, art 
and social theory in the beginning of the twentieth century; at this time, there was a 
rapid process of industrialisation, a sharpening crisis of classical culture, the Russian 
Revolution and the emergence of psychoanalysis. According to Roberts: “The 
‘everyday’ was not just a matter of defining the boundaries of bourgeois pleasure, 
but had become the self-conscious possession of the working class and dispossessed” 
(Roberts 1998, 15). Roberts (1998, 14) argues that the ‘everyday’ can be observed in 
painting with Manet who “located the value of art outside bourgeois and aristocratic 
distaste for the ordinary”. However, Roberts also notes that etymologically it was the 
term ‘la moderne’ that was incorporated into common use. The connotation of the 
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‘new’ rather than ‘la quotidienne’ (the everyday) brought to light a sense of cultural 
change.  
In 1901, Freud published The Psychopathology of Everyday Life, which 
transformed the way that people, up to then, conceived reality. Roberts (1998, 15) 
indicates that “the failures of rational consciousness are presented as coextensive 
with the subject’s view of reality as itself fractured and uncertain”. In other words, 
Freud’s play acknowledged that there was something hidden. There was something 
that escaped from our perception, our gaze; reality was never totally grasped. In this 
respect, Freud’s ideas marked a revolution in perception. 
Certeau’s On the oppositional practices of everyday life “is dedicated to the 
ordinary man. The common hero. Disseminated character. Untold wanderer” 
(Certeau 1980, 3). From Certeau’s perspective, certain practices retain a kind of 
knowledge that cannot be handled by science. The everyday skills of cooking, 
sewing, cleaning, painting, and writing poems remain privatised as practical 
activities or modes of doing: “This knowledge therefore in the last instance belongs 
to nobody: it circulates from the unconsciousness of its practitioners to the reflexivity 
of its non-practitioners without finally depending on any individual subject” (Certeau 
1980, 29). Based on Freudian psychoanalysis, Certeau argues that these modes of 
doing, this kind of marginalised knowledge, were subjected to analysis by 
psychoanalytic patients’ narratives.  
Nevertheless, those modes of doing have found new spaces of representation 
after they have been introduced into novels or tales: “This is to say that now ‘stories’ 
of all kinds endow daily practices with the register of narrativity, even though they 
only offer the latter in fragmentary or metaphoric forms” (Certeau 1980, 29). Certeau 
states that practices of everyday life cannot be grasped or possessed because they 
only exist in themselves while in the performance of doing. An interpreter is needed 
when attempting to grasp the ungraspable in order to illuminate these practices or 
modes of doing. Certeau tells an anecdote about Beethoven, who was asked to 
explain his sonata that he had just played and responded by performing the sonata 
again. Although Certeau (1980, 34) acknowledges that narratives do not express 
practices, he entertains a hypothesis that any theory of practices is indissociable from 
narratives. 
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This study investigates performances of doing photojournalism and 
documentary photography by interpreting and analysing the discourses, practices, 
and identities of proponents of community and mainstream media as they capture the 
‘everyday’ of people living in favelas. The ‘everyday’ is an important concept for 
understanding community and mainstream photographers’ practices because this 
thesis investigates overlaps, collaborations, differences and disagreements between 
community and mainstream media photojournalists. In order to understand the set of 
professional practices that mainstream photojournalists are embedded in the next 
section explores the news making theory. The importance of this theory lies in its 
explanation of newroom culture and routines that adds to an understanding of the 
process of making news, and thus the production of representations of the reality.  
2.3 NEWS CULTURE AND ROUTINES  
2.3.1 News values, objectivity, and the ‘reality effect’ 
Mainstream journalists and photojournalists follow a set of professional 
practices that are embodied with newsroom culture and routines. This section looks 
at the process of producing discourses by investigating how news values, objectivity, 
and the ‘reality effect’ shape the way journalists and photojournalists visualise the 
facts that are the main substance of news. This understanding adds to the analysis of 
the identities and working practices of mainstream photojournalists, which are 
further investigated in Section 4.2. 
Considering journalism in the US context, Hackett (2006, 7) states that when 
analysing the media sphere, this should be seen as having two states simultaneously: 
first, it has a certain logic of its own; and second, it has relative institutional 
autonomy, which articulates power relations, knowledge and production more 
broadly. In other words, journalism and, by extension, the media, combine economic 
and symbolic power to 
comprise a concentration of society’s symbolic power (Couldry 2003: 39), 
with a consequent ‘reality effect’ (Bourdieu 1998: 21-22). That is, media 
generate categorizations of the world that acquire a reality of their own and 
influence the course of social struggles and the perceptions of peace 
movements, other social movements, and broader politics. (Hackett 2006, 7) 
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Drawing from Lynch and McGoldrick (2005), Hackett points out that 
journalism’s ethos of objectivity laid the foundations of war journalism due to its 
insistence of the dualistic portrayal of conflicts, which constructs ‘win-lose’ 
scenarios. By analysing North American journalism for most of the twentieth 
century, Hackett and Zhao (1994) investigated how it has been informed by the 
‘regime of objectivity’. Hackett (2006, 8) argues that this ‘regime’ comprises five 
different dimensions: (1) objectivity: a normative ideal which embraces factualness, 
accuracy, completeness, detachment, and neutrality; (2) epistemology: assumptions 
about knowledge and reality that separate values from facts and observers from 
observed; (3) newsgathering and presentation practices: news workers’ choices about 
their sources of information and also the way news and opinions are presented in the 
pages of the newspaper; (4) the structure of news organisations: the way the roles 
and departments are compartmentalised (marketing and advertising, newsrooms, and 
so forth); and (5) objectivity and its related concepts such as bias, fairness and 
balance, which shape the discourses in public debate in everyday life. 
Speaking about journalism in the Canadian context, Ericson (1998, 84) 
likewise points out that journalists’ communication practices generate news accounts 
that make visible to audience members “what happened, why it happened, what it 
was like to be involved, what should be done about it, and whether any or all of this 
is good or bad” (Ericson 1998, 84). By doing this, mainstream media provide 
audience members with discourses of what or who is or is not adhering to the norm.  
According to Bourdieu (1998), journalists see the world through very specific 
lens of news values. These values, “which are part of the sphere of journalistic doxa” 
(Schultz 2007, 190), were established as journalism has developed. Schultz (2007, 
194) understands doxa as “the taken-for-granted of social practice, the seemingly 
natural, which we rarely make explicit and which we rarely question” (Schultz 2007, 
194). In the context of journalistic practices, doxa expresses itself through 
journalists’ and photojournalists’ understanding about the concept of 
newsworthiness. Schultz used the term “journalistic gut feeling” to argue that 
journalistic practices are embedded in self-evident and self-explaining notions of 
what counts as newsworthy. Drawing from Bourdieu and the key concepts – field, 
journalistic doxa, news habitus, editorial capitals and the distinction between implicit 
doxic and explicit orthodox/ heterodox news values – Schultz (2007, 194) argues that 
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journalistic practices seem self-explaining, evident, and natural due to journalistic 
doxa, which should be understood as a set of professional beliefs.  
As part of the process of routinisation journalists make use of different news 
categories and typifications in order to reduce the contingency of news work. News 
stories, Tuchman shows, are recognised and processed according to different 
categories such as ‘hard news’ and ‘soft news’. (Schultz 2007, 195)  
Opposing the current discourse of journalists who argue that journalistic 
practices are embodied in a very unexpected routine, which changes every day, 
ethnographers who have observed news work state that it is indeed “highly routinised 
and follows recognisable patterns from day to day” (Schultz 2007, 192). With regard 
to speed, Tuchman’s (1973) participant observation in two different newsrooms 
found “the need for speed is so overarching that it influences characteristics of news 
stories. If newsmen do not work quickly, the hard news story will be obsolete before 
it can be distributed in today’s newscast or in the newspaper sold tomorrow” 
(Tuchman 1973, 118).  
Within this context, Schultz (2007, 193) inquires: How can journalists meet 
deadlines, if they are immersed in such unpredictable routines? To answer this 
question, she relies on Bourdieu’s notion of habitus.  
As mentioned elsewhere, Certeau (1980, 22) argues that both Bourdieu and 
Foucault attempted to transform the silence of things into discourse and language. 
Both strove to understand non-verbal practices, which tend to ensure the correctness 
and constancy of daily practices. The discourses, in this context, emerge for either or 
both of these reasons: the Foucauldian approach of ‘power-knowledge’ or the 
bourdieuian notion of ‘field’ that, in this case, requires agents/journalists to take 
different positions so as to generate different products. Similar to Foucault, 
Bourdieu’s discursive practices are encased in power relations inherent to the field.  
It is thus possible to imagine that there will be more specific forms of 
journalistic habitus within journalistic fields, such as “editorial habitus”, a 
“reporter habitus” or an “intern habitus”, but also forms of journalistic 
habitus differentiated according to journalistic genres such as a “foreign 
correspondent habitus”, an “investigative reporter habitus”, forms of habitus 
according to media ‘magazine habitus”, “newspaper habitus”, “television 
habitus”, etc. (Schultz 2007, 194)  
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Schultz (2007, 194) argues that the sense of freedom and unpredictability 
experienced by journalists should be acknowledged as “an expression of a 
journalistic self-image”. Journalistic ‘freedom’ is immersed in specific frames and 
structures due to the distribution of the capital. By examining journalistic practices 
through the lens of Bourdieu’s notion of field, Schultz (2007, 192-193) declares that 
newsroom studies should be conceived as a professional field as long as journalism is 
understood as cultural production that is embedded in power relations. 
Understanding the process of cultural production means also understanding the 
hierarchical social space that exists in the journalistic field, as well as the position of 
this field in relation to that of cultural production; this is because the journalistic field 
is a micro-cosmos of the overall social space. Thus, journalistic capital is understood 
as a specific cultural capital that produces discourses and, thus, knowledge.  
Aguiar (2007, 5) argues that the journalistic discourse is a result of a set of 
historical practices that shape the way journalists and photojournalists look at the 
world and how they communicate. This set of norms should be recognised as news 
values. Aguiar’s statement is relevant because it demonstrates that news values are 
not imposed on news workers; rather, news values are absorbed over time through 
these workers’ daily routines.  
Traquina (2007, 369-370) identifies eight key news values by analysing the 
coverage of HIV/AIDS in Portugal and Angola: (1) proximity; (2) infraction 
(violation of the law); (3) death and notoriety; (4) time; (5) novelty or newness; (6) 
relevance; (7) notability; and (8) conflict/controversy. Similarly, Wolf (2003) 
presents two news criteria: (1) importance (notoriety, proximity, relevance, and 
significance); and (2) interest. Section 4.3 explains why community photographers 
have strived to establish alternative news values: they are concerned about whether 
traditional values lead to the portrayal of the favelas as warzones inhabited by 
criminals, rather than favela dwellers.  
In short, mainstream journalists and photojournalists work under self-explained 
practices that follow a set of professional beliefs and news criteria, and also shape 
their products and discourses. Understanding the traditional news values makes it 
easier to understand the way news workers visualise facts, and how these facts are 
turned into news.  
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2.3.2 The mirror theory under criticism 
In the 1970s, journalism studies saw the advent of news making theory, which  
criticised journalists’ common sense that news mirrors reality. From this approach, 
news emerges rather as a dispositive of reality construction. Drawing from 
Foucauldian archaeology of knowledge and genealogy of power, Aguiar (2007) 
posits news as a discursive construction that enables the possibility of the reality to 
be viewed and told. Discourse is conceived as a place where the power is exercised, 
and so the will to truth. Discourse is, thus, where the will to power veils and unveils.  
Similarly, Ericson (1998, 83) argues “fact is a product of the communication 
practices of journalists”. There is no reality, on one side, and communication, on 
another; communication emerges as a formation and transformation of reality. In 
order to examine the process of creating facts through journalists’ communication 
practices, Ericson (1998, 84) coined the concept ‘visualising’: “Through the accounts 
of journalists and their sources, facts are made visible in the minds of audience 
members even if they are not visible to their eyes” (Ericson 1998, 84). Facts are 
understood, simply, as what is taken for granted and accepted as reality.  
Bell (1985, 17) argues that information and facts are not necessarily 
knowledge; knowledge emerges as a process of interpreting facts and information. 
However, in opposing Bell’s position, Ericson (1998, 84) declares that facts and 
information are indeed knowledge because they result from interpretation in context. 
Moreover, facts and information receive different meanings depending on the context 
under which they are transformed and used: “They are knowledge in all contexts, in 
the sense of being given an objectivated, real meaning that is used in action and has 
social consequences” (Ericson 1998, 84). From Ericson’s perspective, journalists’ 
communication practices blur distinctions among fact, value and information, and 
also are embedded in literary properties. According to Sheptycki: “Ericson showed 
that news ‘facts’ have a literary quality. Like literary fiction, news requires the 
willing suspension of disbelief in order to have its knowledge accepted” (Sheptycki 
2009, 308).  
Likewise, Sontag (1977), Benjamin (1931/ 1985) and Kossoy (2000; 2007; 
2009) pointed out photography is not simply accurate evidence of the facts, but is, 
rather, a reality in itself. For these writers, even when the photographer tries to mirror 
the visible reality, he/she is haunted by his/her own cultural, aesthetical, and 
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technical background (Kossoy 2000; Sontag 1977). In so doing, what emerges from 
photography is a myriad of realities built from the point of view of the photographer.  
From the beginning of the twentieth century, scholars had already started to 
inquire about the relationship between photography and reality, and to affirm that 
each photograph carries something that in Benjamin’s (1931/ 1985, 242) words, was 
“new and strange” and went beyond the photograph. Benjamin (1931/ 1985) in A 
Small History of Photography had already assumed photography to be a mysterious 
experience. This corresponds with Sontag’s (1977, 23) thinking that “the camera’s 
rendering of reality must always hide more than it discloses”. Sontag’s works 
highlight the nature of photography: “A photograph is not just the result of an 
encounter between an event and a photographer; picture-taking is an event in itself, 
and one with ever more peremptory rights – to interfere with, to invade, or to ignore 
whatever is going on” (Sontag 1977, 11). Here, in spite of being a passive agent in 
relationship with an event, the photographer emerges as very active in imposing 
his/her cultural, esthetical, technical background through the reality, and his/her 
invasive character through an event. However, the content analysis of Planel’s 
documentary Lowering the Camera and forums that gathered together mainstream 
photojournalists and community photographers discussing photography and 
journalism demonstrates that there is still the belief among senior mainstream 
photojournalists that photography mirrors reality (see Section 4.2.1).  
The discussion of the mirror theory comes together with the discussion of 
impartiality and bias. The assumption that the camera has the ability to capture the 
reality by itself requires the photographer to be a passive individual in the 
photographic process. This kind of dualistic thinking, which separates the subject and 
the object, is under increasing criticism from scholarly studies. In addition, this study 
understands photographers as active individuals who interfere with reality because 
they choose their subjects, decide which fragment of the reality to frame and then 
shoot. There is a discrepancy between journalism practitioners and journalism 
scholars: the mirror theory is still accepted to certain extent in Rio’s mainstream 
newsrooms, but not in academia.  
Opposing the mirror theory, I adopted Kossoy’s understanding about the 
photo-production process. For him, the photographers’ construction of 
representations of reality has two parts: (1) the process of construction of 
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representations; and (2) the photographic interpretation. Kossoy (2000) argues that 
the act of photographing encompasses a six-step process (subject selection, 
equipment selection, framing, instant selection, photographic lab, and editing), which 
is a process of construction of reality. Alongside this human construction is a 
concrete ‘real’ event that happens in a specific time and space. According to Kossoy 
(2000), the photographic document is connected with a historical context (time and 
space) that embraces social, economic, political and cultural dimensions. Resulting 
from a series of facts, the photograph emerges, thus, as a minor representation of the 
‘real’.  
Figure 2.1 is a diagram that visually represents Kossoy’s (2000; 2007; 2009) 
viewpoint that a photographer is a cultural filter who chooses his/her subject(s) and 
technology, which are embedded in a certain time and space (historical, sociological, 
geographical, and cultural dimensions). In addition, the diagram illustrates the point 
that photography is a result of a series of decisions made by the photographer, 
including framing, instant selection, photographic lab and editing. I added two other 
important concepts: Bourdieu’s notion of the field, which includes the power 
relations between photographers and the institutions they work for; and the networks 
of power, which are the sources of what Foucault dubs “power-knowledge”.    
68  
 
Figure 2.1 Photographer as a cultural filter 
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This research focusses on the ‘active’ photographer and addresses two key 
questions: 
• how photographers interfere with, operate and construct their discourses 
• how community and mainstream photographers’ identities and working 
practices are shaped by habitus, newsroom culture and professional beliefs 
from both the community and the mainstream media; and how their 
habitus informs the fields of community and mainstream photojournalism.  
2.3.3 Different appropriations of photography  
Traditional categories of understanding that are embodied within 
“Enlightenment categories of dualist thinking such as image/reality and 
subject/object” (Willis 1990, 199) are breaking down. Therefore, the mirror theory of 
representation, which photographic imagery is based on, is under increasing 
criticism. Ritchin (1990), Willis (1990), Crary (1992) and Mitchell (1994) announced 
the death of photography in the same way Fukuyama (1992) once pronounced the 
end of history. It should be acknowledge that Fukuyama subsequently modified his 
argument, saying that history will not come to an end while there is science 
(Fukuyama 2002). My conclusion is that there is a parallel in the comments about the 
death of history and the death of photography. Following the initial pronouncements 
about the death of photography, scientific development, in this case the development 
of low-cost digital cameras, has led to a resurgence of photography. It is a very 
different type of photography, created by an increasing body of community rather 
than professional actors, but there is still a significant lifespan remaining for these 
forms of photography that have been enabled by science. 
According to Tagg (2003, 257), photographic industries, especially in France, 
Britain and America, “underwent a second technical revolution which laid the bases 
for a major transition towards a structure dominated by large-scale corporate 
monopolies”. This technical revolution has transformed the status and economy of 
image-making methods “as dramatically as had the invention of paper negative by 
Fox Talbot half a century earlier” (Tagg 2003, 257). The mass production of 
photographic equipment, the development of flexible films and faster dry plates, and 
the creation of cheap and photomechanical reproduction methods started up new 
patterns of production and consumer markets. Likewise, Hartley and McWilliam 
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(2009, 4) argue that the technological change and consumer demographics have 
transformed the processes of consumption and production of media content: 
The one-way broadcasting model of traditional media industries is evolving into 
peer-to-peer communication networks. These changes have been most pronounced 
in the explosion of user-created content in digital media, from games to online 
social networks. (Hartley and McWilliam 2009, 4) 
Tagg’s and Hartley and McWilliam’s discussion concerning the changing 
technological process of production and consumption of media content is relevant for 
community-based initiatives, such as Viva Favela and Imagens do Povo, as the 
creation of cheap and affordable digital cameras, mobile phones with inbuilt cameras 
combined with free editing photo/ video software programs enable the explosion of a 
model of people’s media that offer the opportunity for ordinary people to create, edit, 
and share their own stories. The advent of the project Viva Favela in 2001, which led 
to the foundation of other initiatives alike, such as Imagens do Povo in 2004, was 
possible due to the advent of the Internet that is followed by an intense and ongoing 
process of technological change. 
Photography within this new context has been absorbed and used for different 
intentions by diverse areas, such as journalism, advertising, scientific and technical 
applications; medical, legal and governmental apparatuses in which photographs are 
used as evidence and social control; and the domestic market, that is, the domestic 
appropriation of portable cameras, which led to the advent of vernacular photography 
(Batchen 2001). Batchen’s explanation about the uses and different applications of 
photography adds to an understanding concerning the place of photography in the 
changing technological process as Batchen’s reflection is an evidence of the 
resurgence of photography that goes against discussion that announced its death. 
Furthermore, it is important to recognise the relevance of Batchen’s exploration of 
vernacular photography though this PhD research focusses only on community 
photographers who work in an institutional context. Thus, different appropriations of 
photography are presented in this thesis to demonstrate that photography can be 
considered from a wide range of perspectives and fields.  
Similar to Tagg’s work, this study is based on the Foucauldian genealogy of 
power. Tagg’s analysis of photography as surveillance contributes to illuminating 
regimes of truth: the process of production of knowledge that is embedded with a 
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microphysics of power, which not only suppresses but also produces normalisation. 
In this research, emphasis is placed on the method of normalisation, habitus, which 
comes into existence through everyday practices, and shapes community and 
mainstream photographers’ identities, working practices, and products.  
Furthermore, Tagg (2009) argues that photography in itself is not what really 
matters, the most important thing is to understand the camera as a technological 
apparatus that aims to generate knowledge. Opposing the criticism (from François 
Arago to Oliver Wendell and from Charles Baudelaire to Walter Benjamin) that 
regarded photography as a unified medium embodied with value and statues inherent 
within it, Tagg (2009, 12) states that value, meaning and status have to be created. In 
other words, the most important thing is to understand the discursive conditions in 
which the camera becomes an instrument of knowledge. In other words, it is not to 
examine the social conditions in which photographic practices are instituted, 
evaluated and interpreted; rather, it is to determine the unstable weave in which 
photography happens through a technological apparatus that produces evidence and 
knowledge. In the case of this study, there is a need to understand how community 
and mainstream photojournalists’ products and discourses are shaped by editorial 
policy, routines, and professional beliefs. 
Scott (1999) suggests that photographs have no genre: no documentary 
photography, no photojournalism, no nudes, and so forth. According to Scott, 
contexts are created for photographs, and as such, “photojournalistic photographs are 
photographs used by newspapers” (Scott 1999, 99). Unlike Scott, this research does 
not take into account an analysis of contexts that are created for photographs, i.e., the 
way photographs are presented in the pages of the newspaper and/or Viva Favela 
and/or Imagens do Povo websites. This study’s main aim is to investigate the 
working practices, discourses and identities of community and mainstream 
photographers who cover Rio’s favelas from different perspectives; therefore, this 
research project does not look at the photographs in the newspaper in order to 
determine how the images are informed by captions, reports and comments. Instead, 
this study examines: (1) how photographic practices are embodied with institutional 
power relations; (2) how mainstream and community photographers’ worldviews, 
identities, and working practices are shaped by non-governmental and mainstream 
media organisations; (3) what the commonalities and differences are among those 
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practices and discourses; and (4) how community and mainstream media can enrich 
each other in a way that also yields benefits for the people within Brazil’s favelas.    
This section has examined the changing technological process of production 
and distribution of media content in order to shed light on the way science has 
enabled the shift of the communication model from one-to-many to many-to-many as 
Hartley and McWilliam put it.  The next section explores the way the Brazilian press 
has portrayed favelas, and whether the media has contributed to reinforcing societal 
struggles or fostering dialogue among different spheres in the society. This 
discussion adds to an understanding of the discontentment of favela communities 
concerning representations of the favelas and their residents in the mainstream media 
as much as the reasons for community correspondents/ photographers strive to 
establish alternative news values that will be further discussed in Section 4.4.  
2.3.4 The Brazilian press 
According to Biazoto (2011, 2), Brazilian journalism follows the standards of 
what is considered ‘good journalism’; these standards embrace a set of practices 
(objectivity, detachment, impartiality, accuracy, and neutrality) that can be 
juxtaposed with Hackett and Zhao’s (1994) “regimes of objectivity” (see Section 
2.3.1). By selecting, gathering, and expanding different voices (from academia, 
politics, civil society) to build a broader narrative of its own, the media sphere 
creates meaning through its set of practices (Biazoto 2011, 6).  
With regard to the coverage of violence and crime, Biazoto (2011, 6) argues 
that there is a close exchange between individual experiences, behaviours and 
prejudices that nourish the production of news. This communication practice 
influences the way people see and conceive violence due to the media’s ability to 
express stereotypes about violence and crime that are based on common sense.  
Using the assumption that the understanding of the working life and identities 
of the community and mainstream photojournalists who document Rio’s favelas is 
deeply connected to understanding the state of violence facing the city and its 
inhabitants, there is a need to investigate the role that Rio’s press plays in this 
context.  
Biazoto (2011, 6) investigated the attention that Rio’s press has given to crime. 
The rate of violence had already risen in the 1980s, and Biazoto indicates the violent 
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episodes were mostly restricted to Rio’s favelas and were not displayed prominently 
in the media; the shift in the discourse of crime and violence was observed in the 
1990s, when Rio’s society saw the largest increase in violence in high-income 
neighbourhoods. By covering two events, arrastões (youth groups that cleaned up 
the beaches) in 1992 and the occupation of several favelas by the Brazilian Army in 
1994, the idea of a fractured city started to be augmented. At this time, according to 
Biazoto, “Crime reports formed a neo-racist narrative of spatial stigmatization, using 
imageries of the dangers of ‘invasion’ and ‘infection’ which must be controlled 
(Penglase, 2007)” (Biazoto 2011, 6).  
Biazoto (2011, 6-7) suggests that using violence to tackle the sense of 
insecurity in Rio reflects media discourses of crime and violence that portray the city 
in a state of war: for example, some areas were given nicknames such as ‘Gaza 
Strip’. In addition, the  
alarmist, polarized language in post-9/11 international news of war and terrorism, 
good and evil was adopted by the Rio press for its local violence discourses. 
During the Iraq War in 2003, a different war dominated the pages of Rio 
newspaper: the war in the city’s streets. (Biazoto 2011, 7) 
Media discourses of violence and crime, when combined with the militarised 
approach to public security, resulted in the criminalisation of the poor and the 
dehumanisation of the ‘other’. This is one of the main complaints of favela residents: 
the police and mainstream media lack the ability to discriminate between favela 
dwellers who are not criminals and those who are. As we saw in Chapter 1, Ramos 
and Paiva’s (2007, 15) quantitative studies of Brazil’s main daily newspapers, found 
that since the 1980s the coverage about violence, criminality and public security has 
adopted a more serious approach. Nevertheless, the police is still the main source of 
information in crime and security coverage due to mainstream journalists’ argument 
that it is difficult to find reliable sources in favelas.  
More than 50% of the articles with the police as its main source were single-
sourced, that is, presented one person or institution as the only source of 
information. This dependence on police reports indicates that journalists 
often simply transmit information given by official sources without 
questioning their actions or the reasoning behind them. (Biazoto 2011, 7) 
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Biazoto analysed the series produced by O Globo newspaper called 
“Democracy in the Favelas”, which reported on the establishment of UPPs 
(Pacifying Police Units) across Rio de Janeiro. The series won the Esso Prize for 
Journalism in 2009, which is the most important journalism award in Brazil. As part 
of this analysis, Biazoto attempted to determine when Rio’s press contributed to 
perpetuating violent discourses that end up consolidating societal divisions and 
when, on the other side, mainstream newspapers enabled public dialogue about 
public safety and conflict resolution. Her study is based on the theoretical 
foundations of Peace Journalism, which argues that news coverage should focus on 
conflict transformation (Galtung 2003, 177) that leads to finding new ways for 
human progress, rather than looking at individual, isolated events that portray the 
classic ‘win-lose’ scenario, simplifying the confrontations into two sides. The texts 
of the O Globo series were qualitatively examined by adopting the De-Escalation-
Oriented-Conflict Coverage (DEOCC) approach (Kempf 2003, 2010). Regarding 
Biazoto’s findings,  
the reports fail to address the root causes of conflict and to consider 
opportunities for a real, lasting, non-violent public security solution to urban 
violence. Thus, the series is unlikely to contribute to conflict transformation, 
as it helps maintain the status quo and does not lead to the questioning of 
social relations and the structural and cultural aspects of society which are 
responsible for violence. (Biazoto 2011, 16) 
Despite the fact that Brazil is considered to be at peace, its high death rates 
caused by violence indicate the number of people who die in the country every year 
is much higher than in those regions around the world that are officially at war. 
Brazil is ranked 18th out of the 58 most violent countries in the world, with an 
average annual violent death rate of more than 10 per 100,000 population, between 
2004-09 (Geneva Declaration on Armed Violence and Development 2011). 
According to Lemgruber (2004, 1), youth are the main victims: 
In the municipality of Rio de Janeiro, for instance, 3,937 adolescents were killed by 
firearms between December 1987 and November 2001. In the same period of time, 
in the confrontations between Israel and Palestine, 467 adolescents died as the 
result of firearms. (Lemgruber 2004, 1) 
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Peace-building processes are relevant to this research into the photojournalistic 
representation of Rio’s favelas in three areas of enquiry: (1) investigating how 
community and mainstream photojournalists have reported on urban violence; (2) 
examining the differences between their approaches; and (3) determining how their 
working practices can enrich each other to contribute to the debate about public 
security in Brazil.  
2.3.5 Conflict and peace journalism  
According to Wolfsfeld (2007, 8-9), there are several studies about how the 
media can play a role in covering conflicts and wars; however, existing literature is 
largely silent on the media’s role in peace-building processes. He argues that the 
silence is a result of several factors. Among them, is the differentiation between 
short- and long-lived processes, and whether they take place in the open or behind 
closed doors. Acts of terror, riots, and even wars are short-lived and take place in the 
open. By contrast, conflict resolution processes may go on for years, and as such, 
they have appealed much more to historians and social scientists who value 
straightforward case studies.  
Wolfsfeld (2007, 15) is very concerned about the discrepancy between news 
values and the nature of a peace process. He argues that four major news values are 
most likely to undermine the news media’s ability to play a positive role in the 
mediation of conflicts: immediacy, drama, simplicity, and ethnocentrism.  
‘Immediacy’ is about the media’s focus on here and now. Journalists cover 
events, rather than processes. In doing so, they present a narrow and simplistic view 
about a long-lasting process. For Wolfsfeld (2007, 17), the way the news media 
operate undermines leaders’ ability to promote long-term policies due to the 
difficulty facing them in maintaining public support over a long period of time. 
Furthermore, the scale of journalists’ excitement with crises, acts of violence, and 
drama, which count as news, is equivalent to their lack of initiative in pursuing calm 
and cooperative activities. According to Wolfsfeld, “extremism is exciting while 
moderation is dull. Reports on imminent dangers are considered breaking news, but 
opportunities made possible by peace are not. Stories about internal discord are a 
mainstay of news, but points of internal agreement are taken for granted and are not 
worth mentioning (Wolfsfeld 2007, 18). However, there are different levels of 
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dramatic acceptance; it depends on the newspaper, its editorial line and imagined 
audience (see Section 4.2.2). 
The news value of ‘drama’ is evident in the emphasis on discord, threats, 
confrontations, and accusations that generate negative consequences for conflict 
transformation in the short and long term. The short-term consequences are: (1) 
inflaming both the political atmosphere and the audiences; (2) reinforcing anger on 
both sides, demanding retaliation; (3) intensifying the level of conflict between 
enemies; and (4) raising the level of rancour, undermining leaders’ ability to 
negotiate peace.  
In the case of Rio de Janeiro, the mainstream media’s focus on crime and 
violence in favelas ended up legitimising the militarised approach to tackle urban 
violence in Rio’s low-income suburbs. The armoured tank named caveirão (big 
skull) was adopted in 2005 by BOPE, the Special Police Operations Battalion (see 
Photo 2.1). When the caveirão enters a favela, it intimidates the residents by 
announcing through its speaker “we will roll over (you), we will get your soul” 
(Biazoto 2011, 5). Since the tank was adopted, favela residents have been killed by 
stray bullets. In addition, the amount of violence in Rio has escalated due to 
increased levels of armed conflicts between police officers and drug dealers who 
have adopted high-powered weapons to fight against the police and rival drug gangs. 
 
Photo 2.1 Caveirão by Wilton Júnior 
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The reinforcement of the belief we live in a frightening, dangerous, brutal 
world, combined with the lack of faith in reconciliation and peace, end up, in the 
long term, playing a destructive role in attempts at making peace. As Wolfsfeld said: 
“The media’s search for drama is the primary reason why conflict is considered more 
newsworthy than peace. It is an uneven playing field in which violence is always 
given the upper hand” (Wolfsfeld 2007, 20). 
The next news value, ‘simplicity’, is all about short and uncomplicated stories 
that are delivered every day to the audiences. Indeed, the deep roots of the debate are 
lost because the struggle for political advantage is favoured over processes that are 
rooted in ideological divisions. Without the understanding of these ideological 
divisions, audiences cannot fully understand debates about a peace process.  
Finally, the last news value is ‘ethnocentrism’. Needless to say, ethnocentrism 
speaks of an ethnocentric view of the world. The news media discourses, beliefs, 
prejudices, and values, which are shaped by a specific political and cultural base, end 
up reinforcing the loyalty to the state. In contrast, the opposite side, the ‘enemies’, 
are often portrayed as threats.  
News stories provide graphic descriptions of the other side’s brutality and 
our people’s suffering. The tragic stories of the dead and the wounded leave 
collective scars that remain for many years to come. Claims about our own 
acts of aggression and the other’s suffering are either ignored, underplayed, 
or discounted. We are always the victims, they are always the aggressors. 
(Wolfsfeld 2007, 23)  
Put another way, there has been an everlasting dehumanisation of the ‘other’ 
through the construction of discourses that reinforce the ‘win-lose’ scenarios. The 
focus on winning or losing undermines audiences’ ability to reflect on the root causes 
of conflicts.  
The previous section demonstrated that Rio’s mainstream reporting has not 
addressed the root causes of conflicts, persisting in the creation of ‘win-lose’ 
scenarios (Biazoto 2011). However, the coverage of public security, violence, and 
crime have improved in quality since the 1980s (Ramos and Paiva 2007). In this 
context of public insecurity and violence, favela dwellers have been regarded as 
potential threats, and as such, the militarised approach to public security has been 
broadly legitimised by Rio’s society. The relevance of conflict and peace journalism 
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for this study is to understand the differences between community and mainstream 
photographers’ approaches in order to determine how their practices can enrich each 
other.  
Photo 2.2 and 2.3, taken by mainstream photojournalist Severino Silva, show 
the Police Elite Squad (BOPE) in action in the favelas. These images raise important 
questions about the role and importance of mainstream photojournalism in the 
favelas.  
 
Photo 2.2 BOPE in the favela by Severino Silva  
 
Photo 2.3 BOPE in action by Severino Silva 
Photo 2.3 shows two teenage boys; one has his back turned towards the sniper. 
The young men have no firearms. If these favela dwellers were killed by this sniper, 
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Silva’s photograph could be used as evidence they were not fighting against police 
officers, for instance. This hypothetical situation aims to illustrate a common 
situation that was presented by Cano’s (1997) Letalidade da ação policial no Rio de 
Janeiro (Lethality of police actions in Rio de Janeiro). By analysing the data gained 
from the Medical Law Institute, Cano demonstrated that approximately 50% of the 
corpses presented four or more perforations by bullets in the back or in the head, 
indicating police intentions to kill, not to paralyse. Mainstream journalists and 
photojournalists play a key role in preventing human rights abuses in the favelas by 
documenting police interventions and armed confrontations in Rio’s low-income 
suburbs. That is why favela residents ask mainstream media organisations for help 
when they face rival drug gang warfare or police intervention in their communities. 
The presence of mainstream journalists and photojournalists has a watchdog function 
with regard to police actions in the favelas. In contrast, community photographers are 
not allowed to accompany police officers during their actions. In addition, as 
Sections 4.4.1 and 5.2.3 show, community photographers avoid doing this kind of 
coverage because of their allegiance to their communities. Community 
photographers generally document a different kind of violence (see Section 4.4.1).  
The next section starts by discussing how this study understands mainstream 
photojournalism and documentary photography. It also discusses the advent of 
photojournalism in America and its correspondence with the birth of war 
photographs. Mainstream photojournalism began with the aim to document wars and 
others’ misfortunes in order to encourage the society and authorities to think about, 
discuss, and tackle certain issues. This section also includes recollections of favela 
residents’ complaints about mainstream photojournalists’ insistence in reporting on 
violence in Rio’s favelas. 
2.4 PHOTOJOURNALISM AND DOCUMENTARY PHOTOGRAPHY 
2.4.1 Definitions of photojournalism and documentary photography 
Speaking about photojournalism in the US context, Davis argues that to think 
about photojournalism is to think about the relationship between words and images 
that appear in the print media and how they are implicated in the construction of 
narratives. He states that a photojournalist should be able to tell stories, to narrate 
happenings through his/her photographs: “In order to explore and expose a range of 
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viewpoints, the journalist needs to be a free agent, and this demands considerable 
resources, often more than certain media outlets are willing to commit” (Davis 2005, 
128). 
On the other hand, Kratochvil and Persson (2001, 28) argue that unlike 
photojournalism, documentary photography is embodied with a myriad of situations 
and actions over a period of time and, as such, is able to reveal life. In contrast, 
photojournalism is unable to capture the complexities of reality. From their 
perspective, photography only discloses life when a photographer devotes time to 
understand a certain reality and has space to display its complexity. Regarding the 
relationships that photojournalists and documentary photographers have with the 
world, Kratochvil and Persson (2001, 28) suggest that photojournalists act 
instinctively, taking only what cameras capture. However, they argue that 
documentary photographers reflect on reality and decide what they want to capture in 
order to tell stories about a subject. Thus, to Kratochvil and Persson, only 
documentary photography reveals life, reality, and truth (with regard to the mirror 
theory – see Section 2.3.2).  
This research has as its main aim to investigate the discourses, identities, and 
working practices of two contrasting occupational groups: community photographers 
and mainstream photojournalists who generate visual representations of Brazil’s 
favelas. By opposing Kratochvil and Persson’s understanding of photojournalism, 
this study understands photojournalism as a form of journalism which embraces a 
complex process for reporting visually, be it through photographs or video projects to 
tell a feature or news story. It includes documentary photography and video 
journalism to produce still photographs and moving images for different media 
platforms. There are news values and professional principles (eg ethics, factual 
accuracy, representativeness, news values) that drive the processes of 
photojournalism.  
By contrast, documentary photography is a form of photography whose 
outcomes are neither constrained by time, nor driven by publication deadline. As 
documentary photography emerges as a personal way of documenting reality, it blurs 
the boundaries of photographers’ artistic bias and factual documentary reporting. As 
such, documentary photography puts in question the traditional discourse that takes 
photography as the epitome of realistic representation (Butler 2007, 334). 
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It is important to note that the concepts of photojournalism and documentary 
photography should not be taken as straightjackets as the working practices of 
community and mainstream photojournalists blur the line between these two modes 
of photography. Instead, these concepts should be taken as a startpoint to reflect on 
the differences and commonalities between both.  
2.4.2 Three traditions of photojournalism and documentary photography in 
North America  
This section, which presents the beginning of photojournalism in the United 
States, contributes to the understanding of the roles and importance of mainstream 
photojournalism to encourage the society and authorities to discuss and tackle certain 
social issues. In Section 4.2, which presents the way Rio’s mainstream 
photojournalists see themselves and their role as news photographers, we will see 
these three traditions of photojournalism in America are, to certain extent, present in 
the discourses and working practices of mainstream photojournalists in Rio de 
Janeiro.   
The first tradition of photojournalism practice in the US combines with 
journalism’s main role of reporting news (Cookman 2009). Aiming to document 
important people and events, the birth of photojournalism is also the birth of war 
photographs. Cookman (2009, 3-4) indicates “Eight years after the announcement of 
photography’s invention in 1839, an anonymous daguerreotypist took the first war 
photographs during the Mexican–American War, launching this tradition”. He also 
suggests that the picture taking of President Abraham Lincoln by Mathew Brady and 
his contemporaries expanded photojournalism from reporting events (big or small) to 
people (important or ordinary).  
Carl Mydans, a photographer who documented the Great Depression and 
World War II, summarises the first tradition of photojournalism practice as follows:  
My major motivation is to record what is happening in my time. I began with 
a view as a historian when I made pictures for the Farm Security 
Administration. This is America. This is what is happening to my land … 
And that was true in covering the war, the dead and injured, the terrible lives 
of refugees. That is what is happening. That is history. That is my job. No 
matter what, to cover it. (Cookman 2009, 4) 
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Photographers from this tradition embraced the idea of witnessing and 
reporting on events and people, not just to provide the immediate picture of what was 
happening in the world, but also to create a record of the exceptional, the dramatic, 
and the extreme. 
The second tradition is aligned with the Progressive Movement, which began 
near the end of the nineteenth century and attempted to resolve social issues. 
Photographers such as Jacob Riis and Lewis Hine tried, in different ways, to use 
photography as a tool for social reform.  
Riis, who was a New York newspaper reporter, tried to improve the lives of his 
fellow Americans. Between the 1880s and 1890s, he photographed homeless people, 
workers in sweatshops, and people stealing food from vendors. Cookman (2009, 9) 
argues that his job raised public awareness about issues ignored and unknown by the 
upper-class New Yorkers.  
Likewise, Hine, from the Child Labour Committee, documented “girls working 
in textile mills, boys in coal mines, and small children picking cotton or hawking 
newspapers late at night” (Cookman 2009, 10). Hine’s endeavours influenced and 
pressured the Congress to regulate child labour in the United States.  
Riis and Hine’s work launched the tradition that was followed by other 
photographers such as Dorothea Lange (Depression victims), Charles Moore (Civil 
Rights Movement), Donna Ferrato (spousal abuse), and Eugene Richards (crack 
cocaine). According to Cookman: “The social documentary approach, with its 
promise of improving the lot of less fortunate people, motivates many contemporary 
photojournalists to produce picture stories and long-term projects that expose a 
spectrum of social ills” (Cookman 2009, 10). Photographers from this tradition 
believed the society and authorities could not be mobilised to tackle social problems 
unless they were exposed to them directly; in this case, through images.  
Though documentary street-photography dates from the mid-1860s, with 
Thomas Annan in Glasgow, John Thomson in London, and Jacob Riis in New York, 
Wells (2003, 252) points out that the term ‘documentary’ was coined only in 1926 by 
a Scottish film-maker John Grierson, attempting to describe “work based upon the 
‘creative interpretation of reality’” (Wells 2003, 252). The documentary movement, 
which includes Humphrey Spender, Mass Observation, Walker Evans, and Dorothea 
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Lange of the Farm Security Administration, was first seen in Britain and North 
America in the 1930s.  
The third tradition of photojournalism practice advocates for a universal 
humanism based on the idea that human beings are part of a common humanity 
because they share universal experiences. The exhibition The Family of Man, curated 
by Edward Steichen at the Museum of Modern Art in New York is recognised as the 
starting point of this tradition. Steichen’s humanism influenced photographers, not 
only to look at their subjects from a humane perspective, but also to acknowledge a 
set of universal experiences that permeate all human beings. 
The Family of Man presented 503 photographs from all over the globe taken by 
professional and amateur photographers. Steichen invited photographers to 
contribute images and to help make possible a photographic exhibition that could 
express “the essential oneness of mankind throughout the world” (Cookman 2009, 
227). In Steichen’s words: 
photographs, made in all parts of the world, of the gamut of life from birth to 
death with emphasis on the relationships of man to himself, to his family, to 
the community and to the world we live in – subject matter ranging from 
babies to philosophers, from the kindergarten to the university, from 
primitive peoples to the Councils of the United Nations. (Cookman 2009, 
227) 
The history of photojournalism in the United States encompasses the will of 
photojournalists to witness and document events and people, not just in an immediate 
way, but also to go beyond newspapers’ deadlines to provide the society with a 
visual record of the era. Moreover, as noted above, photographers believe in using 
photography as a weapon for social change, and they attempt to look at their subjects 
from a humane perspective that acknowledges universal human experiences.  
There is a common perception that photojournalism is all about covering 
events, and photojournalists are detached, disinterested, and their photographs are so 
objective. However, after having analysed the profession from inside, Cookman 
(2009, 265) found “most photojournalists adopt a humanist point of view as they 
strive to make the world better with their pictures. Motivated by past victories over 
social problems, they work in the tradition of crusading journalism to expose 
problems and create understanding”.  
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Section 4.2 demonstrates the Rio-based mainstream photojournalists I 
interviewed have strived to accomplish more than what is demanded by their daily 
assignments. Furthermore, they have developed personal photographic projects 
across Brazil that attempt to encourage social change and empowerment. In regard to 
community photojournalism, the realisation that the advent of photojournalism is 
closely connected to the birth of war photographs adds to the understanding that one 
of the main photojournalists’ roles is to document disasters, wrongdoings, abuses, 
wars, and other emotionally overwhelming episodes. These events are exposed in 
order to appeal to authorities and the society to discuss certain topics and, thus, to 
tackle them. This understanding helps to minimise the barriers between those two 
groups of photographers, and to strengthen the dialogue between them.  
 As we move more deeply into theoretical levels, it is essential to examine how 
photojournalism has been carried out and to identify the main challenges facing 
photojournalism today.  
2.5 THE RELATIONSHIP BETWEEN JOURNALISM AND 
TECHNOLOGY 
In the US context, Peter Davis (2005) argues that photojournalism is in a deep 
crisis due to the de-contextualisation from its main role of telling stories. This 
process of de-contextualisation denies the relationship between photographs and 
narratives. Concurrently, photographers have been viewed by media organisations as 
hunter-gatherers, diminishing their role as photo-reporters/photojournalists. 
Furthermore, Davis posits photojournalism is losing space in newspapers, and those 
photographic spreads that do appear in newspapers and magazines have  
more of a ‘look at what we captured’ design, rather than an in-depth visual 
exploration. And rarely do we see in-depth visual coverage of the ordinary 
events that mirror our lives. The cult of celebrity and the ‘triumph’ of a war 
on terror have smothered such stories, which are now most likely to appear 
on certain web sites or on the walls of some of the excellent teaching 
institutions, where students who learn such skills often end up working on 
suburban newspapers photographing supermarket products [for the 
advertising pages]. (Davis 2005, 125) 
In contrast, Kobré and Brill, also speaking about photojournalism in the US 
context, take a more positive approach. They argue “while some newspapers and 
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magazines make room for these projects, others won’t give up the space for photo-
driven stories. Fortunately, the Internet is providing an excellent outlet for in-depth 
projects” (Kobré and Brill 2008, 206). Kobré and Brill also contribute further to 
understanding about the role of photojournalists by reflecting on the changes that 
have come with the advent of new technologies:  
The plummeting costs of digital cameras, digital audio, recorders, and 
editing software as well as increasingly fast Internet access are greatly 
changing photography, videography, video editing – indeed, all of 
journalism. As new media technologies are converging toward broadband 
distribution of news on the Internet, journalistic skills and job descriptions 
are merging rapidly, too. This morning’s newspaper photojournalist may 
also be this afternoon’s multimedia producer or tomorrow’s videographer. 
The picture taker may well be called on to record sound, conduct interviews, 
even to write, narrate, and edit. (Kobré and Brill 2008, 269) 
These changes were already sensed by French theorist Barthes (1977, 38) in 
the 1970s, when he stated what has become evident later:  
Today, at the level of mass communications, it appears that the linguistic 
message is indeed present in every image: as title, caption, accompanying 
press article, film dialogue, comic strip balloon. Which shows that it is not 
very accurate to talk of a civilization of the image – we are still, and more 
than ever, a civilization of writing, writing and speed continuing to be the 
full terms of the informational structure. (Barthes and Heath 1977, 38) 
Likewise, Kobré and Brill (2008, 269), and Kratochvil and Persson (2001, 27) 
argue speed has changed the content quality of photojournalism, and as such, 
photojournalism is not what it used to be. Kratochvil and Persson state “time in 
photography isn’t only about its passage, whether measured in hours, days or 
months. It’s about its captured moments, be it in a second or five hundredths of a 
second” (Kratochvil and Persson 2001, 27). In other words, photography is a result 
of captured moments plus the time spent on gathering visual information. It could be 
hours, days, months, or even years dedicated to a certain subject. The documents 
produced by this process are “the core of what began as photo reportage” (Kratochvil 
and Persson 2001, 27). Kratochvil and Persson divided photo reportage in two main 
groups: photojournalism and documentary photography (see Section 2.4.1).  
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Understanding how mainstream photojournalists perceive the changes facing 
journalism and photojournalism adds to an understanding of how these news 
photographers see themselves and their role as photojournalists. Therefore, it 
contributes to this study in that it attempts to determine the working practices, 
identities, and discourses of community photographers in comparison to those of 
mainstream photojournalists. Section 4.2.1 demonstrates how changes in 
photojournalism have made Rio’s mainstream photographers re-think their own 
identities and working practices.  
Attempting to understand why most journalists perceive the changes taking 
place in journalism essentially as technology driven, Örnebring (2010, 58) adopted 
the concept of labour to historicise the relationship between technology and 
journalism. As he indicated, this common sense within the profession has already 
been demonstrated in several studies [See (Avilés et al. 2004; Davis et al. 2006; Liu 
2006; Mortimer, Duhe and Chow 2004; Paulussen and Deuze 2002; Preston and 
Horgan 2006; Quinn 2006)] Disagreeing to a certain extent with Pavlik (2000, 229), 
who argues that “Journalism has always been shaped by technology”, Örnebring 
(2010, 68) states that “technology is not a force ‘in itself”’. Drawing from 
Braverman’s (1974) labour process theory, Örnebring argues that technology “is 
adapted and implemented according to already existing value systems, and these 
value systems have cultural, social and economic roots”.  
Örnebring (2010, 59) indicates that journalism studies have paid more attention 
to ‘work’ than to ‘labour’; in other words, studies in journalism are more focussed on 
the working routines and practices, which primarily adopt ethnographic techniques, 
than on addressing the organisational and institutional framework of labour. In 
addition, there are also a number of studies that use the concepts of social control and 
ideology, among others, to examine how journalism is managed and controlled. 
Nevertheless, few studies view journalism as labour. Because Braverman’s labour 
process theory refers to the relationship between labour and technology, Örnebring 
turned his attention to this relationship in order to understand the historical 
connections between technology and journalism. Örnebring adopts the concept of 
labour “to refer to exertion which generates surplus values and presupposes a 
contractual employer-employee relationship” (Örnebring 2010, 59). 
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Speaking about the workforce in a capitalist system, Braverman (in Örnebring 
2010, 60) emphasises the shift from highly skilled workers and high-wage jobs to 
low-skilled workers and low-wage jobs (labour from high-productivity industries to 
labour-intensive industries). This process is called ‘deskilling’, which refers to a 
“systematic degeneration of craft skills in the workforce” (Örnebring 2010, 60). 
Örnebring (2010, 60) indicates a number of studies that refer to a process of 
deskilling, re-skilling, and even upskilling.  
Drawing from Braverman, who conceived technology as a servant of 
capitalism, Örnebring (2010, 58) suggests that journalists’ tendency to attribute the 
changes of their roles to technology reflects the interconnections between technology 
and their everyday working life. However, there are other factors, such as 
“professional socialisation”, “commercialisation”, and “organisational structure”, 
which are commonly referred to by journalism scholars, but sound too abstract for 
journalists. Örnebring, nonetheless, posits  
when the entire newsroom has to change to a new content management system, or 
when journalists are required to learn digital production techniques in order to 
create content for different media platforms, that represents tangible changes in 
their working lives, changes that are readily perceived as being ‘caused by 
technology’. (Örnebring 2010, 58)  
In contrast, Russial (2000, 69) argues that in the mid-1970s, newsrooms saw 
the widespread adoption of computers and page designers, copyeditors, graphic 
artists, and photographers faced an increased workload. It was the result of two 
aspects: (1) their closeness to the manufacture of the newspaper as a product; and (2) 
the alliance between computers and the work done by journalists. Russial argues that 
technology has always been part of news photography. Photographers have always 
been expected to master their cameras, equipment, the chemistry used in the 
darkrooms, and also the process of printing. Photojournalists, traditionally, have 
done analogous activities to that of production departments, such as scanning, colour 
correction, and separation, and also to some digital adjustments, such as dodging, 
burning and adjusting contrast (Russial 2000, 69).  
However, Örnebring (2010, 64) argues that the tasks of writing and gathering 
information have been regarded as more important than technology within the 
profession. He argues that these tasks have been changing, not as a result of the 
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development of communication technologies, but rather by “the capitalist necessity 
to reduce overall labour cost”. Journalists are more and more expected to master 
technical skills in the digital technologies of production. As Örnebring conceives 
journalism as labour, which follows the principles established by Braverman, he 
understands technology as a tool to operate organisational changes in the journalistic 
field. Changes are, as such, a reflection of capitalism’s needs. Örnebring also based 
his argument on Marjoribanks (2000) and Ursell (2004), who “make clear that these 
changes are linked to management needs of rationalization and control. Technology 
then becomes a tool that allows managers to implement organizational changes 
aimed at making journalistic labour more cost-effective and more easily controlled” 
(Örnebring 2010, 64). The use of technology comes together with the discourse of 
speed, and this speed is driven by the capitalistic logic of competition, which 
embraces the increase of productivity and control over labour.  
Analysing the impact of technology on journalism, Pavlik stated:  
In the digital newsroom any journalist can perform any editorial or production 
operation on the video. Thus, any reporter can produce video, editing in the field 
and/or on deadline. Of course, this might have significant negative implications for 
television news, as individual reporters come under increasing pressure to act as 
one-person news and production crews. (Pavlik 2000, 231) 
Pavlik reflected on changes in the working life of journalists through the lens 
of technology. In contrast, Marjoribanks (2000) and Ursell (2004) understood 
technology as a tool to implement institutional reforms, which aim to exert higher 
control over labour and also make it less costly. In Örnebring’s words:   
This is achieved either by requiring journalists to take on labour previously 
performed by relatively expensive technical specialists, or by relieving 
journalists of work tasks that can be done by relatively inexpensive workers 
instead. That is to say, the changes to the differentiation and specialization of 
journalistic labour are not so much driven by technological necessity as by 
the capitalist necessity to reduce overall labour costs. (Örnebring 2010, 64) 
As discussed in Section 4.2, the mainstream photojournalists I interviewed 
perceived the changes in their roles and identities as technologically driven, as well 
as being affected by the process of deskilling and multi-skilling facing them. Because 
this study looks at the working practices of community and mainstream 
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photojournalists through the lens of Bourdieu’s notion of field, it is important to 
determine the position that photojournalists occupy in newsrooms. To do so, the next 
section investigates the divisions and structures of journalism labour that have 
developed over time. Through this process, photojournalists’ ability to negotiate the 
production of symbolic power and their professional identity are illuminated.  
2.5.1 The divisions and structures of journalism labour – a historical 
perspective  
Labour process theory explains the separation of conception and execution of 
labour as the first signal of capitalist control over labour. According to Örnebring, 
the early history of the press shows that the tasks of gathering and presenting news 
were seen as craft labour: “When first introduced, the newspaper represented a 
continuation of previously existing networks and services, for example the ‘walking 
newsmen’ who gathered in public spaces in urban areas and told people news in 
exchange for money” (Örnebring 2010, 61). In the second half of the fifteenth 
century, written newsletters were also produced by one person who collected, 
collated, and presented information. The change came with the advent of postal 
networks, which did the job of distribution. In the seventeenth century, the 
emergence of periodicity was seen, when a new division of labour was demanded to 
meet the deadlines of regular and periodical publications. However, it happened 
gradually, as Örnebring (2010) points out. Only in the mid to late nineteenth century, 
with the appearance of steam presses and typesetting, a rigid division between 
conception and execution of labour is observed. At that moment, the press was 
subjected by the capitalistic logic of production: “The press thus broadly followed 
the logic of industrial capitalism as described by Braverman, i.e. the highest status 
was accorded to those that either controlled the capital or represented capital as 
management. Reporters formed the ‘proletariat’ of the newspaper industry (Hardt, 
1995; Salcetti, 1995)” (Örnebring 2010, 62).  
However, Örnebring notes that the position of the editor in the organisational 
framework is little studied. He suggests that editors sometimes stand as professionals 
‘in-between’, when publishers and editors see themselves closer to journalists than to 
the owner of the newspaper. Reporters, nonetheless, within the division and 
structuration of labour that followed the capitalistic logic, have always been held in 
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low esteem. In other words, reporters were low-skilled workers, and as such, had 
low-wage jobs.  
The hierarchy of the press in the nineteenth century is still, to a certain extent, 
present today. The way journalism is thaught and how journalists see themselves 
have not changed a lot, as Örnebring (2010, 68) suggests, while looking at the British 
press. If it is said that journalists had lower status, photojournalists had to struggle to 
be recognised as professionals. Speaking about photojournalism in the US, Russial 
(2000, 69) argues that, since the 1930s, photojournalists have fought against the 
discourse that they are just technicians, and this battle has still been going on today 
(Russial 2000, 69). In contrast, Langton (2009, 100) argues “despite the hierarchical 
nature of the traditional newsroom and the elevated status of word journalists, visual 
journalism has established itself as a voice in nearly all newsrooms through the 
assignment system”. 
Three out of the seven mainstream photojournalists I interviewed, Domingos 
Peixoto (O Globo), Luís Alvarenga (Extra), and Wilton Júnior (Agência Estado), 
share the same view with Langton that photography has gained its own space and 
voice in newspapers. Peixoto (2010) said: “Photography isn’t an illustration for the 
story in the newspaper; photography has its own independence, it tells its own story. 
Sometimes, the photograph complements the text; sometimes, the text complements 
a photograph”. Yet, in spite of this, the seven mainstream photojournalists 
interviewed agreed in coverage of armed conflicts, photographs are generally 
favoured over texts.  
The concepts that I use from labour process theory are not intended to highlight 
material conditions in the way that historic materialism does, i.e., to conceive 
material economic forces and technology as the primary influences on how socio-
political institutions and ideas are organised and built. Instead, I use labour process 
theory to help illuminate how the operation of capitalist organisations and the use of 
technologies influence and are influenced by value systems and their cultural, social 
and economic roots. The way that I use of labour process theory is consistent with 
Foucault’s notion of power/knowledge because his concept contributes to 
illuminating the part played by microphysics of power in the process of production of 
knowledge concerning the favelas and their residents by mainstream 
photojournalists.  
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2.6 SUMMARY AND IMPLICATIONS 
The literature review has discussed the concepts of power-knowledge, habitus, 
and the everyday to shed light on how community and mainstream photographers 
produce their images and how their identities as either ‘community photographers’ or 
‘mainstream photojournalists’ are constructed.  
Given the journalistic field, which includes both community and mainstream 
journalism, is a field of discursive production that encompasses forms of power, 
community photographers’ and mainstream photojournalists’ identities are built 
through processes of subjectification that take place through photographers’ 
processes of becoming either community photographers or mainstream 
photojournalists. Being said that, the concepts of ‘power-knowledge’ and ‘habitus’ 
are relevant to the analysis of the way community and mainstream photographers see 
themselves and how their discourses reflect institutional frameworks intrinsic to the 
journalistic field that informs their products.  
Power-knowledge is here understood as a disciplinary power that creates 
normalisation of daily practices and, by extension, subjectivities (identities), as far as 
this anonymous power (microphysics of power) manifests itself as a constant process 
of correct training. Habitus are non-verbal norms that tend to ensure the correctness 
of daily practices and their constancy over time; these practices also lead to processes 
of normalisation of identities (subjectivities).  
Although Foucault and Bourdieu had different objects of study, they attempted 
to understand non-verbal practices, which are embedded in power relations. While 
Foucault focussed on the processes of subjectification through the analysis of the 
spatial nature of schools, hospitals, asylums, and so forth in order to understand a 
permanent economy of surveillance, Bourdieu had as his main focus the processes of 
cultural production through the analysis of different fields, cultural, economic, and 
social, which compete by using different types of capital that result in different types 
of profit. As Chalaby (1998, 33) put it: “They compete for recognition, legitimacy, 
prestige, privilege and power. Agents in struggles employ different strategies as a 
function of the amount of cultural, social, or economic capital they posses, as a 
function of the position they occupy or want to reach, and as a function of the rules 
of the field (Bourdieu, 1993)”.  
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In the case of this PhD study, the theories of Foucault and Bourdieu are 
relevant to the analysis of processes of identity construction of community 
photographers and mainstream photojournalists, i.e., habitus, which embraces 
cultural/ symbolic capital and social capital. Through the analysis of photographers’ 
habitus is possible to reflect on how the position of photographers either in the fields 
of mainstream or community photojournalism informs their habitus, and how their 
habitus (life history, prior disposition, and social context) shapes the fields of 
community and mainstream photojournalism. Furthermore, Foucault’s notion of 
power-knowledge adds to my attempts at investigating how the production of visual 
representations of the favelas by either community or mainstream photojournalists is 
underpinned by a set of procedures embedded in power relations inherent to the 
production of discourses within the context of Rio’s favelas.  
The relevance of the notion of the ‘everyday’ is to expand the discussion of the 
favelas beyond current stereotypes that portray Rio’s poor districts as exclusively 
spaces of violence and criminality. By taking photography as a means of 
empowering people and encouraging social change, the idea of the ‘everyday’ adds 
to illuminating the pursuit of community photographers for a more equitable 
Brazilian society. Through the production of alternative representations of the people 
living in marginalised communities, photographers for Viva Favela and Imagens do 
Povo attempt to portray favela residents in a context of integrity and dignity as a 
means of changing conceptions that associate favela dwellers with criminals as much 
as favelas with violence.  
Regarding theories of photojournalism and documentary photography, it has 
been stated that the term photojournalism is not easy to define; however, 
photojournalism is understood in this study as a form of journalism that embraces a 
complex process for reporting visually to tell a feature or news story; it includes 
documentary photography and video journalism (see Section 1.1.2). Photojournalism 
encompasses news values and professional principles. 
Documentary photography is understood as a form of photography whose 
outcomes are neither constrained by time, nor driven by publication deadline. 
However, these definitions are not straightjackets; documentary photography and 
photojournalism should be understood as involving different modes and intentions of 
doing photography.  
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Mainstream photojournalists follow a set of professional routines and news 
values that shape their perceptions of what counts as newsworthy. This lead to the 
question of how power is exerted over photojournalists as opposed to ideological 
frameworks of community-based organisations which also inform community 
photographers’ working practices, identities, and discourses. Figure 2.2 illustrates 
Foucault’s power-knowledge that speaks of the creation of an individual’s 
subjectivity by institutional apparatuses that encompass processes of subjectification 
and forms of power. This is a silent power, which produces subjectivities through the 
normalisation of individuals’ practices.  
Before examining how processes of subjectification inherent to the journalistic 
field inform community photographers’ and mainstream photojournalists’ working 
practices, identities, and discourses, and how their habitus moulds the fields of 
community and mainstream photojournalism, some definitions of key terms used in 
this PhD research are explored. The following chapter also provides some 
explanations of the methodology and research design adopted by this PhD study.  
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Figure 2.2 Conceptual map 
 95 
Chapter 3: Research Design 
3.1 PURPOSE 
This chapter explains how the primary data for this thesis were collected and 
analysed. Additionally, the concepts that are investigated are community media, 
alternative media, citizens’ media, digital storytelling, and Freire’s notion of 
conscientização (conscientisation). These terms are covered as there is a need to shed 
light on how two community-based projects, Viva Favela and Imagens do Povo, 
operate in Rio de Janeiro. Later in the chapter, research ethics and limitations of the 
research design are also discussed.   
3.2 COMMUNITY MEDIA PHOTOGRAPHY 
3.2.1 Community-based and alternative journalism  
This section examines the concepts of citizens’ media to determine which 
concept or concepts can best illuminate the way participatory communication 
happens in Imagens do Povo and Viva Favela. Regardless of whether photography 
occurs in an NGO or a mainstream media organisation, image production is 
embedded in microphysics of power inherent in the sphere in which photography 
processes occur. This study analyses two factors: the working practices, identities, 
and discourses of community and mainstream photojournalists; and the way their 
discourses, routines, and identities are shaped by habitus and discursive power 
relations that are intrinsic to the journalistic field.  
To question alternative media, one must also question mainstream media 
because the two are connected. Downing argues that radical alternative media “serve 
as developmental power agents in a number of senses. Without idealising them [...] 
they are much more central to democracy than commentators bemused by the easily 
visible reach and clout of mainstream media will typically acknowledge” (Downing 
2001, 4). The expression ‘alternative media’ (Atton and Hamilton 2008, 123)  
encompasses a set of practices in everyday life that include cultural, economic, 
political, and social contexts. According to Fontes (2010), from the late 1960s to 
today, alternative media have been described by a great variety of names, which from 
his point of view, is a result of the difficulty of scholars to understand the goals and 
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strategies of alternative media, and the impact this type of media has on its socio-
political context. Thus, names such as tactical media, guerrilla video, pirate TV, 
participatory media, radical media, advocacy video, community media, process 
video, video product, popular video, and, finally, citizens’ media express the multi-
faceted characteristics of alternative media; the name used depends on the context in 
which it is applied. Fontes has examined the way in which alternative forms of media 
have been discussed by scholars for the last 40 years and found the discussion has 
been divided into two main groups. One group understands alternative media as a 
form that could potentially even replace the biggest mainstream groups and state 
communicational power. The other group focusses its attention on the impact 
alternative media groups have through community settings and the empowerment of 
the community involved. Nevertheless, Fontes’ (2010) proposal is to abandon the 
dichotomy mentioned above to move to wider and interrelated alternative media 
practices. Thus, Fontes understands it “as a broad spectrum of practices with a set of 
common principles that are expressed to different degrees in small group settings, 
communities, specific public spheres, social movements, and larger national and 
global arenas” (Fontes 2010, 382).   
Fontes’ point of view corresponds to that of Howley’s (2005, 4) who argues 
that the term ‘alternative media’ serves as a ‘catch-all’ that includes different 
practices and forms – participatory or not – which may or may not have relevance to 
geographically based communities. In contrast, the term ‘community media’ is 
embedded in the idea of locally situated communities. Howley argues that whereas 
we are in the era of the Internet, satellite broadcasting and cell phones, “place may 
have even greater significance in our daily lives in the wake of the social disruptions, 
economic reorganizations, and cultural encounters associated with globalization”.  
Atton and Hamilton prefer to use the term ‘alternative media’ or ‘alternative 
journalism’. For them 
to become an active participant in the process of media production is a political 
education in itself. Amateur media practices are always embedded in everyday life 
practices, they are therefore already located in broader political, economic, social 
and cultural contexts. (Atton and Hamilton 2008, 123) 
Concerning the term ‘independent media’, Downing (2010, 53) suggests that 
this definition is favoured by Herman and Chomsky while referring to non-state, 
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non-religious, and non-corporate media. “The term has a primarily rhetorical 
motivation, namely to dispute the frequent claim that news media in liberal capitalist 
polities, especially the USA, enjoy full freedom and independence”. Which differs 
from ‘tactical media’ that is the term chosen by Internet activism and writer Geert 
Lovink (2002, 268). For Lovink, tactical media is “a deliberately slippery term, a tool 
for creating temporary consensus zones based on unexpected alliances... hackers, 
artists, critics, journalists and activists... Tactical media retain mobility and velocity”.  
This definition of ‘independent media’ does not contribute to illuminating the 
way Imagens do Povo and Viva Favela operate because these community-based 
projects do not enjoy full freedom and indepence as they constitute themselves as 
one of other projects from, respectively, the Observatório de Favelas and Viva Rio 
NGOs. Ramalho (2007, 199) indicates that the Viva Favela project has achieved high 
degree of autonomy with regard to the NGO Viva Rio even though this non-
governmental organisation has used the project on behalf of its own political 
interests. The same happens to the agency-school Imagens do Povo. As it is 
ideologically and physically supported by Observatório de Favelas, it is safe to say 
that the project has had to reconcile its interests with those of the NGO. Concerning 
the slippery term ‘tactical media’, this definition is useless to explain the practices of 
Viva Favela and Imagens do Povo, as these projects cannot be seen as tools for 
creating temporary consensus zones. Instead, they strive to raise favela dwellers’ 
consciousness concerning the process of marginalisation facing marginalised 
communities in order for favela residents to be able to empower themselves through 
a process of awakening of a critical consciousness.  
Otherwise, Howley (2005, 7) is concerned about the term community media 
that should be located in a myriad of practices, interests, and players, but from the 
realm of participatory democracy. For him, there is a complex relationship between 
places, technologies, people, and communication. Howley suggests that a 
participatory media organisation is a result of different players and interests that 
create and sustain a locally oriented media. It corresponds to Romano’s (2010, 11) 
argument about deliberative journalism when she says “the news media is only one 
of many social actors and institutions that work together to support deliberation”. 
Drawing from Dewey (2007/ 1922), Romano (2010, 3) notes that deliberation is not 
only a dialogue, a debate or conversation – even though deliberation encompasses 
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different forms of communication. Deliberation is a process in which people take 
part before making a decision related to issues that affect their lives. According to 
Romano: 
Politics is not something that only happens in the realms of government or formal 
political processes. Politics occurs whenever individuals act alone or with others to 
identify and resolve issues, both minor and momentous, that affect their 
community. (Romano 2010, 4)  
Thus, the processes that happen through the multimedia workshops, 
independent activities, and photojournalism courses conducted by Viva Favela, 
Imagens do Povo, and community and mainstream photographers, are political 
processes. There, people are challenged to reflect on their own communities and on 
themselves in order to identify their problems and solve them. Collaborative content 
creation and photography have been applied by these two community-based 
initiatives and Brazilian photojournalists as a tool for social change in Brazil’s 
favelas. As Mathews (2002, 17) points out: “While it is common for institutions and 
government agency to talk of empowering people to deal with their problems, the 
most important empowering moves in the opposite direction, from citizens to 
institutions”.  
The initiative called ‘digital storytelling’, inspired by two couples and a 
programmer in California in the early to mid-1990s is a good example to illustrate 
how empowerment can be bottom-up. This will be discussed further in Section 3.2.2. 
Howley (2010, 184) stresses that participatory communication “raises the 
community’s awareness of its own resources and talents as well as its capacity to 
alter or transform some aspect of daily life”. Similar to this is the concept proposed 
by participants of the project Finding a Voice in New Delhi, which was adopted by 
Watkins and Tacchi (2008). ‘Participatory content creation’ must be understood as a 
“content created after extensive discussions, conversations and decision-making with 
the target community; and where community group members take on content 
creation responsibilities according to their capacities and interests” (Watkins and 
Tacchi 2008, 1). This concept is connected to an idea of deliberation, which says it is 
not just identifying a problem, but enabling citizens to name and frame issues and 
work progressively through processes that help them towards identifying, evaluating, 
and choosing solutions.  
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With regard to participatory content creation, Curta Favela (Favela Shorts), 
which is an independent project that happens in partnership with Viva Favela, is a 
good example of this collective practice. In a one-day workshop, Curta Favela’s 
volunteers attempt to produce a mini-documentary in a certain favela community. All 
of the production process is decided with its target group, the youth, after an 
extensive discussion and conversation (see Section 4.5.1). 
For Downing (2010, 53), participatory media is the definition largely used in 
Global South development projects, since the primarily aim of participatory projects 
is to enable locals to participate in the process of building community-based 
initiatives and evaluating their progress. In addition, it is aimed at reverting the top-
down communication strategies. Likewise, Lucas (2012) uses the terms ‘citizen 
journalism’ and ‘participatory media’ as a means to explaining the working practices 
of the project Viva Favela in Rio de Janeiro. “I realized that Viva Favela was not hit-
and-run photojournalism. In the spirit of community-based media, each story opens 
up a set of relationships that are ongoing even after the story is posted on the portal. 
One might even call these ethical relationships because of the close cultural ties 
shared by the residents and correspondents” (Lucas 2012, 12). Participatory media 
foster dialogue, interaction and collaboration with the audience so the latter can play 
a significant role in the process of creation, distribution and evaluation of 
participatory media’s initiatives. Some participatory media focus on raising 
communities’ awareness about their own resources and human capabilities in order 
for the participants to reflect on their own reality critically as a means of 
transforming/ improving some aspects of their lives. 
For Rodriguez (2000) and Downing (2001, 15-16) respectively, citizens’ media 
and radical alternative media are deeply connected to socio-political change. But for 
Rodriguez, not all of community media could be considered citizens’ media. 
Rodriguez defines what constitutes citizens’ media in a very specific fashion: her 
argument is the role of the citizens’ media is to give voice to the voiceless. Through 
their access to media, citizens share their own experiences, with their own language, 
codes, identities, and culture. They can re-name their world, therefore, in a way that 
is appropriate to their destiny, and create different versions of the ‘truth’. Moreover, 
according to Rodriguez, citizens’ media should be able to transform ordinary people 
into citizens through a process of citizenship consolidation. It should be able to make 
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connections with isolated communities, raise consciousness, and produce alternative 
sources of information. 
Rodriguez (2009) based her argument on Paulo Freire’s theory of 
conscientização and Critical Pedagogy, and Chantal Mouffe’s understanding of 
radical democracy. Atton and Hamilton (2008, 123) note that from this perspective, 
the media’s role is not so much to either to inform or influence people, but rather to 
enable social interaction and empowerment. In Vega and Rodriguez’s words, “a 
genuine citizens’ medium is one that actively intervenes in its social and cultural 
environment with clear proposals for shaping the community’s future” (Vega and 
Rodriguez 2009, 231-232). The pedagogical practices of the School of Popular 
Photographers also stem a lot from Freire’s notion of conscientização, and, as such, 
this will be further investigated in Section 4.3.5.  
The terms “public journalism” and  “civic journalism” were coined in the 
United States to describe a deliberative form of journalism in which journalists act as 
mediators to help people to identify and develop solutions for issues affecting their 
lives. Rosen, Merritt, and Austin (1997) were key figures in re-thinking the 
connections between a mainstream American journalism, democracy, and public 
sphere. They identified the problems the journalism field had been facing and started 
to reflect on new ways of setting news agendas, telling stories, and re-engaging 
citizens with public life. Since the conception of the concept in the late 1980s, there 
have been many critiques and scholarly studies of public journalism (Black 1997; 
Charity and Project on Public Life and the Press (U.S.) 1995; Corrigan 1999; Haas 
2007; Lambeth, Meyer and Thorson 1998; Merritt 1998; Roberts and Eksterowicz 
2000; Romano 2006; Rosen 1999; Rosen, Merritt and Austin 1997; Rosen and 
Poynter Institute for Media Studies. 1993; Rosenberry and St. John 2010). 
Reflecting on traditions of public journalism in India, Thomas (2010, 200) 
argues “The more local the journalism, the better its chances to function in the 
interests of its public”. This can encompass focusing on local news, cultivating and 
creating local identities, providing training programs to the community, energising 
people, and valorising their own voices and common good.  
Davidson (2010, 36) has a similar viewpoint. Speaking of public journalism in 
the South African context, he argues that public journalism-type initiatives are more 
sustainable when they are applied to media that operate at the very local level. 
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Romano (2010, 233) nonetheless indicates that there are diverging perspectives. 
Some reporters and editors believe this type of journalism is more effective when the 
media works at the very local level, while others advocate for expanding the focus of 
the media beyond the realm of the community.  
In studying photojournalism and participatory communication, this thesis does 
not apply and adapt the concept of “public journalism” or “civic journalism” due to 
the specific historical and cultural context of Rio de Janeiro’s favelas, and the type of 
community-based organisations Viva Favela and Imagens do Povo are.  
Although this theory encourages us to emphasise the concept of deliberation as 
it relates to citizens setting their own agendas and forming public groups capable of 
taking action in different ways to improve their communities, there are other terms 
such as participatory media and community media that offer a better way to capture 
the working practices of community correspondents/ photographers for Viva Favela 
and Imagens do Povo. The main difference between the definition of public/civic 
journalism and community and participatory media is that public/civic journalism is 
a set of practices, a philosophy, which aims to have a more engaging relationship 
with its readers in order to foster civic discourse that cultivates deliberative 
democracy. In Schaffer’s (2004) words “Civic journalism aims to help return 
journalism to its core mission -- to give people the news and information they need to 
do their jobs as citizens”. By contrast, favela dwellers, i.e., community 
correspondents/ photographers for Viva Favela and Imagens do Povo, want to make 
their own news, create/ tell their own stories, express their own concerns and 
interests, choose their own agendas, impart them with other people living inside and 
outside the favelas so as to revert the top-down communication strategies.  
It is important to remember the main reason for the creation of the project Viva 
Favela in 2001 that inspired the foundation of Imagens do Povo in 2004. The 
initiative was created as a response to favela dwellers appeal to have a magazine 
produced by favela dwellers, for favela dwellers, and with favela dwellers because 
they were feeling under-represented in the mainstream media. In addition, they 
wanted to provide the Rio’s society with alternative views of the favelas and their 
residents.  
Recognising the consensus between scholars such as Carpentier, Lie, and 
Servaes (2003) and Howley (2010) that the term ‘community media’ is very elusive 
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and diffuse, this study adopts and adapts Howley’s definition of ‘community media’ 
to emphasise both the geographically local and citizen-driven aspects of Viva Favela 
and Imagens do Povo projects in Rio de Janeiro. Howley (2010) understands 
community media as  
a range of community-based activities intended to supplement, challenge, or 
change the operating principles, structures, financing, and cultural forms and 
practices associated with dominant media. This rather generic definition is 
purposeful insofar as it accommodates a diverse set of initiatives—
community radio, participatory video, independent publishing, and online 
communication, to name but a few—operating in a variety of social, 
political, and geocultural settings. (Howley 2010, 2) 
When this definition is adapted to the context of Rio’s favelas, community 
media are understood as any form of local media that encompass a set of activities 
whose process of creation, production, and evaluation is done by a geographic 
community and/or a community of interest in a variety of socio-cultural settings. 
Community media embrace participatory video, online journalism, (podcast, video, 
text, photograph), radio broadcasting, and/or independent publishing, with an 
intention of supplementing, complementing, replacing, questioning, and/or 
influencing the way the mainstream media operate. 
 Given that my overall premise is that “participatory media” and “community 
media” are fundamentally the same in the context of the favelas, I use the definition 
of “community media” when the theory is relevant to emphasise the geographically 
local aspect of these initiatives, and the term “participatory media” so as to highlight 
both the citizen-driven and participatory aspects of Viva Favela, Imagens do Povo 
and Fotografi Senza Frontiere.   
3.2.2 Digital storytelling 
This study examines bottom-up collaborative productions that attempt to 
empower people. The ‘digital storytelling’ movement adds to understanding of how 
community-based initiatives can foster dialogue and strengthen locals’ voices.  
The digital storytelling movement marked the advent of an “exportable 
workshop-based approach to teach ‘ordinary’ people ... how to produce their own 
personal videos” (Hartley and McWilliam 2009, 3). This initiative was inspired and 
developed by Dana Atchley and Denise Aungst, with Joe Lambert and Nina Mullen, 
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and a programmer, Patrick Milligan. Digital storytelling focusses on providing 
participants with the skills to tell their own stories and affirm their individual voice 
as a means of empowerment. Brazil saw the establishment of the digital storytelling 
movement in 2006 with the creation of the project ‘Um Milhão de Histórias de Vida 
de Jovens’ (One Million Life Stories of Youth) jointly supported by the NGO Aracati 
and Museu da Pessoa (Museum of the Person) (Clarke 2009). 
However, Clarke points out independent initiatives of telling life stories and 
recording memories is a way for Brazilian citizens to resist social and technological 
exclusion and marginalisation:  
The impetus for the establishment of ICT initiatives for broader social aims has 
mainly come from Brazilian nongovernmental organizations and municipal 
networks, supported by charitable and corporate foundations, who have taken up 
the cause of access to ICTs as a civic right (Albernaz, 2002: 6). (Clarke 2009, 147) 
One example is a project called ‘Favela tem Memória’ (Favela has Memories), 
which is part of the project Viva Favela, supported by the NGO Viva Rio. The idea is 
to tell stories and memories of senior favela dwellers by retracing collective religious 
or political experiences. Though this project was interrupted, its contents are still 
available on its website (http://www.favelatemmemoria.com.br).  
Nowadays, the project Viva Favela has focussed on its online collaborative 
magazine and multimedia workshops; however, the lessons that were drawn from the 
‘Favela tem Memória’ are still in use. For instance, the top-down training workshops 
that take place at the Viva Rio settings include seven modules and use the principles 
of digital storytelling. The first includes 18 introductory classes and six others of 
text, hypertext and social media, photography, audio, video, and the construction of 
sites (Chagas 2012). The same can be said about the bottom-up workshops that 
Mesquita, a photography and audiovisual editor of the Viva Favela portal, conducts 
in favelas, which attempt to teach favela dwellers how to tell their own stories with 
their own language and codes. For the purposes of this thesis, this study examines 
educational activities and media platforms of these two community-based initiatives.   
3.2.3 Media platforms and educational training 
To answer this study’s main question, the media platforms and educational 
activities of two community-based organisations, Imagens do Povo and Viva Favela, 
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and other independent initiatives are investigated. Sobers (2010, 188) argues that 
scholarly studies about community media seldom acknowledge the differences 
between aims and motivations regarding communication and education activities. 
Noting this, and also acknowledging that Viva Favela and Imagens do Povo offer 
both communication and education activities, this thesis has separated these activities 
into two groups. In Sobers’ words 
The work happening in the community media sector can generally be divided into 
communication platforms and educational activities, with the former being 
primarily concerned with providing access to broadcast/ transmission platforms 
and the later with access to production equipment, skills, and promoting the 
educational potential of the participant group. (Sobers 2010, 191) 
The aim of this division was to conduct a more accurate analysis about Viva 
Favela, Imagens do Povo, and the independent projects in Rio de Janeiro’s favelas. 
Table 3.1 represents their endeavours.  
Table 3.1 Communication platforms and educational activity  
	   Communication	  Platforms	   Educational	  Activity	  
Viva Favela Viva Favela portal 
Online Newsroom 
Multimedia Workshops  
Imagens do Povo Photographic Agency 
Database 
 
Photography course (School 
of Popular Photographers) 
Workshops 
Seminars 
Independent Projects 
Collective of photographers 
Planel’s documentaries  
 
Curta Favela (Favela Shorts) 
Foco Coletivo Forum 
 
Regarding media education activities, these two community-based initiatives 
and groups of photographers independently aim to inspire their participants to 
become active media producers. Some of the participants, later, might become 
community correspondents for Viva Favela, professional photographers for Imagens 
do Povo, or enter careers in other media organisations. Viva Favela, for instance, 
provides top-down training courses to favela dwellers, which are divided into seven 
modules: introductory, text, hypertext and social media, photography, audio, video, 
and the construction of sites (Chagas 2012). On the other hand, Imagens do Povo’s 
photography courses challenge their students to think about photography, not only 
from its technical apparatus, but also from an understanding that photography is a 
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language. Photography is a medium of communication through the image (Planel 
2009a). These two community media and independent projects also aspire to give 
participants the skills to reflect on photography and participatory content creation as 
a way of building new representations about themselves and their surroundings.  
Many of the methodological practices of the School of Popular Photographers 
stem from Freire’s learning principles, and therefore, they are investigated in the 
following section.  
3.2.4 Education for critical consciousness  
The influential Brazilian thinker Paulo Freire (1997) coined the term 
conscientização to speak of the awakening of a critical consciousness that expresses 
itself in dialogue with reality. However, conscientização should not be understood as 
a mere process of abstraction; rather, it happens as a means for intervention in 
reality. Theorising about intervention in reality within this context turns into 
contemplation when one is able to experience one’s own existence fully and 
completely due to Freire’s discrimination between adaptation and integration in 
relation to, respectively, ‘being in the world’ and ‘being with the world’.  
Freire (1997) argues that adaptation is an act of adapting oneself to reality; it is 
to accept it as it is, taking it for granted. The adapted person, therefore, is in the 
world. In contrast, integration is to question reality; to put it in question; to create, re-
create, and be re-created; to intervene into the world and also be transformed by it. 
Integration happens as a dialogue between the person and the reality, and as such, the 
integrated person is in the world, and with the world: “The integrated person is 
person as Subject. In contrast, the adaptive person is person as object, adaptation 
representing at most a weak form of self-defence” (Freire 1997, 4). Following this 
principle, Freire argues that the learning process should awaken students’ 
consciousness in order to provide students with the critical skills to dialogue with 
their reality, to put it in question, to re-create it, and thus, to intervene in the world. 
Conscientização speaks of the shift from being a person as object to becoming a 
person as Subject, who is no longer subjected by others’ will.  
In different moments and texts, Freire states the importance of dialogue for 
freedom, rigorous thought, and independent self-consciousness. Opposing the idea of 
the thinker who shuts him/herself up in his/her office or laboratory, Freire argues that 
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rigorous analysis can also emerge through conversation. In a ‘spoken’ book, when he 
engaged in a conversation with António Faudez, he said:  
I think that here, in privacy, yes, but at the same time open to the world, including 
the world of nature outside your office, we can engage in serious and rigorous 
thought - and are doing so. The style is different, because the language is spoken – 
with a more colloquial touch, more feeling, more freedom. (Freire, Freire and 
Macedo 1998, 188)  
Against the Brazilian educational tradition, Freire advocates for an education 
that exchanges ideas, encourages debates and discussions, works with students, and 
offers them the means for independent self-consciousness, because he believes “only 
through dialogue do we fulfil our ontological and historical vocation of becoming 
fully human” (Christians 2010, 18-19). 
Similarly, the initiatives Viva Favela and Imagens do Povo have pursued 
collaborative projects with favela residents through a process of intense dialogue. 
The workshops, seminars, and activities are all planned having as their main aim to 
fulfil favela communities’ demands. Furthermore, like Freire (2000, 27) – who 
argues that oppressed people are the ones best positioned to understand their context 
and the consequences of an oppressive society – proponents of both community-
based initiatives, Viva Favela and Imagens do Povo, argue that favela dwellers, for 
suffering the effects of oppression, prejudice, and deprivation are better prepared to 
understand their reality and, thus, to tell their own stories. Lucas argues that once 
favela residents began producing their own contents of communication, they also 
began changing the world around them, because the production of stories, which 
reflected their own lives, influenced the way that people both inside and outside the 
favelas saw them:  
When Viva Favela was at its peak, putting up five to seven stories a week, at 
least a half dozen stories a month would be followed up by mainstream 
media. Mainstream journalists watched the portal very closely for new ideas. 
And when they saw something they liked, they either did a similar story in a 
different community or just ran an extension of the same story. Although 
Viva Favela has been rarely credited, they have always felt that any copying 
of their original articles signaled a success of the project because they were 
beginning to change the way mainstream media approached the favelas 
(Lucas 2012, 22). 
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Likewise, all community photographers interviewed pointed out the 
importance of projects, such as Viva Favela and Imagens do Povo, to transform 
people’s conception of the favelas and their residents. Furthermore, the process of 
producing media and photo essays has engaged photographers in conversation with 
their fellow neighbours. This contests Freire’s contention that usually the oppressed 
people, rather than aspiring for freedom and liberation, wish to identify with the 
oppressor due to their model of humanity: “The very structure of their thought has 
been conditioned by the contradictions of the concrete, existential situation by which 
they were shaped. Their ideal is to be men; but for them, to be men is to be 
oppressor” (Freire 2000, 27). I am not suggesting that community photographers are 
oppressed, or mainstream photojournalists are oppressors. My aim here is to 
investigate how mainstream photojournalists influence on the practices and 
photographs of community photographers. In addition, Viva Favela and Imagens do 
Povo are still very young projects and, as such, community correspondents and 
photographers have the mainstream media as a model for what they intend to do or 
not. Thus, Freire’s thought illuminates the complexity of the pursuit for an 
independent self-consciousness that aspires for freedom. In the case of this study, it 
contributes to understanding the obstacles to achieving authentic ways of portraying 
the favelas; genuine representations that may emerge as a result of the awakening of 
favela dwellers’ consciousness. 
However, in The Politics of Education, Freire says: “It is not enough for people 
to come together in dialogue in order to gain knowledge of their social reality. They 
must act together upon their environment in order critically to reflect upon their 
reality and so transform it through further action and critical reflection” (Freire 
2000). I have not found evidence that suggests that community photojournalism itself 
is involved in assisting deliberation and conscientisation. This may suggest that 
Freire’s action-reflection is an area where Imagens do Povo and Viva Favela are yet 
to achieve tangible progress. However, it was not the aim of this thesis to determine 
how whether photojournalism from community photojournalism projects are actually 
succeeding in assisting in deliberation and conscientisation. Instead, this thesis aims 
to explore the working practices, discourses and identities of community and 
mainstream media photographers who capture visual representations of the favelas. 
Thus the fact that I have not found evidence of action-reflection may simply indicate 
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that the outcomes of community photojournalism is an area that requires further 
study by scholars. 
3.2.5 Journalism as a human right  
The hypothesis proposed by Hartley (2008), which speaks of journalism as a 
human right reminds us that every person has the right to communicate, seek, and 
impart information without interference. The idea of journalism as a human right, 
according to Hartley (2008, 12), should go beyond the democratic process to 
embrace the question of what counts as human due to certain profiles being 
preferable over others by media organisations. From Hartley’s (2008, 12) 
perspective, the UN declaration for conceiving journalism as a human right emerges 
not as a description, but rather as a challenge to put in practice an aspirational type of 
liberal democratic policies.  
The current discourse posits everyone is a journalist in a democracy. Despite 
this, Hartley (2008) argues that until recently, journalism has aimed more to act as a 
‘representative’ on everyone’s behalf through its discourses of ‘public interest’ than 
as a journalism as a human right. As a result, many people have not exercised the 
Universal Declaration of Human Rights, especially what is expressed by Article 19. 
Article 19 claims: “Everyone has the right to freedom of opinion and expression; this 
right includes freedom to hold opinions without interference and to seek, receive and 
impart information and ideas through any media and regardless of frontiers” (United 
Nations 1948).  
In contrast, journalism has developed itself over the modern period by 
presenting a potent division between insiders and outsiders; news professionals 
profess that journalists are born, not made, and thus they have a ‘gut feeling’. In this 
context, Hartley (2008, 8) speculates that “journalism may be experienced by 
insiders more as an ethnicity than as a human right” (Hartley 2008, 8). Furthermore, 
the insistence of journalism research for looking at the insider perspective and, on the 
other hand, journalism schools for training students to enter newsroom organisations, 
have turned journalism into a very restrictive practice.  
Hartley noted that during the mechanical and broadcast phases, journalism 
emerged as a ‘one-to-many’ model of mass communication due to its dependence on 
heavy capital investment to reach a wide-scale audience. However, the development 
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of the Internet, post-broadcast interactive media, blogging, e-zines, and so forth, has 
shifted the communication model from one-to-many to many-to-many, which has led 
journalism to come through a transitional form. This shift has given outsiders the 
opportunity to exercise their right to participate in journalism.  
According to Hartley (2008, 13), since Milton in 1644, journalism has been 
taken as a human right by men and women who practised it without permission, just 
publishing journals. For him, those initiatives were among the most important and 
progressive endeavours in journalism. Hartley describes the powerful forces that act 
as an impediment to the realisation of the UN Declaration today. For Hartley (2008, 
13), the professionalisation of journalism happens as a restrictive practice, as it 
creates work only for the already professionalised; keeping outsiders out of 
journalism. Hartly adds that the industrialisation of media stands as a barrier to those 
who aspire to communicate on a society due to the cost of participation in ‘mass’ 
media. Concerning the way journalism is done, Hartley (2008, 14) argues that the 
textual system, augmented by practice and custom for centuries, stands as a powerful 
force that excludes different forms of expression from what is regarded as 
journalism. He also reflects on the regulation of media by saying that it constrains 
journalism by correcting (in the case of obscenity) and protecting (in the case of 
defamation) and, on the other hand, by restricting opinions to legislated boundaries 
of acceptability to protect minorities and identities. Lastly, Hartley states that the 
right of minority groups (i.e workers, people of colour, women, children, and so 
forth) to express and circulate their own information has been constrained by power.  
To accept the assumption that everyone is a journalist by conceiving 
journalism as a human right means to shift the discourse that regards journalism as 
‘the first draft of history’ to the exercise of doubt and scepticism towards the 
consumption of news. According to Hartley  
what counts as journalism has so massively expanded that it is unrecognizable as 
news. No longer confined to the investigation of wrong-doing in politics, decision-
making in government and business, or achievement in sport and entertainment, 
journalism in non-news areas has rapidly outgrown its parent. (Hartley 2008, 19) 
In the context of the favelas, the concept of communication rights combined 
with Hamelink’s notion of self-empowerment offer though a better way to capture 
this right to access, participate and create communication environments of one’s 
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choice. Drawing from Freire’s notion of conscientização, Hamelink speaks of the 
importance of the shift from empowerment to the notion of self-empowerment. Self-
empowerment means the people’s capacity to decide about their own destiny in order 
to have control over their own lives. However, Hamelink (1996, 147) argues that 
self-empowerment cannot reach fruition unless communication is democratised: 
“This will only become possible when people themselves begin to question whether 
what world communication delivers to them serves their dignity, liberty and 
equality”. 
The agency-school Imagens do Povo that is a project which drew inspiration 
from Viva Favela was conceived from the premise of a third-generation of human 
rights that contains a clear plea for the right to communicate, which is embedded in 
Article 19 of the Universal Declaration of Human Rights. As Carpentier and Scifo 
have pointed out: 
The right to communicate supports in other words the democratization of 
communication, in which the receiver is seen as point of departure and in 
which is pleaded for increasing participation and for making media more 
accessible to non-professionals from different positions and backgrounds. 
(Carpentier and Scifo 2010, 116) 
For over ten years, Viva Favela has tried to promote the principle of digital 
inclusion for the purpose of social change by initiating the processes of community 
dialogue and collaborative content creation. However, digital exclusion in Brazil 
embraces significant challenges, since it involves providing people with computers, 
the infrastructure to support high-speed cables and wireless technology, access to the 
Internet, education and media literacy. Originally, Viva Favela tried to tackle this 
social divide by setting up telecentres in different low-income suburbs of Rio. 
Nowadays, the initiative operates differently. The focus is on media literacy and 
human rights education, and participatory content creation. Lucas (2012, 21) argues 
that the most important thing Viva Favela does to tackle the social divide is to 
generate stories which reflect the lives, concerns, and interests of favela residents.  
The articles published on the Viva Favela web portal tap into several key 
issues related to communication rights and the normative international 
standards of human rights. Article 27 of the Universal Declaration of Human 
Rights states that people not only have the right to participate in the cultural 
 111 
life of a community but more importantly, everyone should share the fruits 
of any scientific advancement (Lucas 2012, 21). 
Viva Favela, and Imagens do Povo have claimed their right to communication, 
and therefore, have their proponents. Community photographers are very concerned 
about discussing the way journalism has been practised, particularly, in the reporting 
of violence and crime in favelas. Through their inside stories, community 
photographers and correspondents have attempted to show that there are different 
facets of the story, and thus, the favelas and their residents can be viewed from an 
alternative perspective. Furthermore, their practices claim the right to communicate, 
since everyone has the right to receive and impart information as well as generate 
one’s own stories and represent oneself through any media. Section 4.4 demonstrates 
that community photographers have pursued the establishment of alternative news 
values to provide Rio’s authorities and society with novel representations about the 
places they live in and themselves.  
In order to highlight the way I investigated the differences and commonalities 
of photographers from community and mainstream media organisations, I will 
explain how I collected and analysed the data from the following section onwards.  
3.3 METHODOLOGY AND RESEARCH DESIGN 
3.3.1 Multi-method research 
This research combined ethnographic methods, interviews, discourse 
analysis, and applied theory. Table 3.2 represents the organisations and resources 
that I gained data from.  
Table 3.2 Collecting the data 
Community Media Photography Viva Favela 
Imagens do Povo 
Independent Projects Planel’s documentaries 
Curta Favela (Favela Shorts) 
Mainstream photojournalists Photographs and videos 
Community photographers  Photographs and vídeos  
 
In addition, I collected data during my fieldwork in Rio de Janeiro that took 
place between November 2010 and January 2011. This includes notes produced via 
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observation, interviews, informal conversation with favela dwellers as well as 
mainstream and community photographers, and round table meeting that was used to 
investigate the working practices, identities, and discourses of photographers from 
community and mainstream media organisations.  
To answer my research question, I adopted a multi-method approach, which 
combined ethnographic techniques and discourse studies to determine and compare 
the working practices, identities, and discourses of community photographers and 
mainstream photojournalists. In addition, I examined how community and 
mainstream photographers’ perceptions, identities, and working practices are shaped 
by routines, discursive practices, or habitus, which take place in either non-
governmental or mainstream media organisations. To do this, I investigated the 
subjectivities and habitus of community photographers from Imagens do Povo and 
Viva Favela and compared them with those of mainstream photojournalists from 
three different media organisations.  
Through the analysis of independent projects, such as Curta Favela (Favela 
Shorts) and Planel’s rushes, I could also determine how workshops in favelas 
operate, which methods volunteers use to engage with the community, and how they 
provide participants with the skills to produce mini-documentaries by using the 
resources favela residents already have.  
I analysed two community-based organisations to understand how community 
and mainstream media influence and shape photographers’ worldviews, working life, 
and products. Thus, I examined five questions. The first related to the way Viva 
Favela and Imagens do Povo operate. The second gave an account of the methods 
they use in their attempts to empower individual citizens to become photographers. 
The third described the way they empower wider bodies of citizens and communities 
through the display of different forms of photography. The fourth depicted the way 
this differs from the mainstream media’s approach. The fifth enumerated the socio-
political implications of these different practices, relationships, and products.  
Through this process of discovery and analysis about how the photography-
based community media and independent projects train and normalise individual 
citizens to become what Viva Favela calls ‘community correspondents’, it was 
possible to understand how the knowledge about favelas and their inhabitants is 
transformed into political investment. As Foucault reminds us, power encompasses 
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both the repressive and the productive; power not only excludes or represses, but also 
produces – that is, it normalises.  
To assess photographers’ worldviews, I went to Rio de Janeiro in November 
2010 to conduct open-ended interviews with community and mainstream 
photographers. Depending on the person and the situation, sometimes the interview 
went on for two and a half hours and sometimes for as little as 35 minutes. As Patton 
(2002, 27) points out, “Participant observers gather a great deal of information 
through informal, naturally occurring conversations. Understanding that interviewing 
and observation are mutually reinforcing qualitative techniques is a bridge to 
understanding the fundamentally people-oriented nature of qualitative inquiry”. I 
allowed photographers to decide where they wanted to be interviewed. When it was 
possible, I went to their communities so that I could attempt to understand their 
lifestyle, neighbours, and everyday life. As Patton (2002, 49) argues “Understanding 
comes from trying to put oneself in the other person’s shoes, from trying to discern 
how others think, act and feel”. Following his principle, I went into six different 
favelas to have direct contact with community photographers where they lived. I got 
close to favela communities by talking to the children; I understood that this was a 
good way of getting to know about everyday life in the favelas. Another decision I 
made was to go into the favelas by bus, although I had my own car in the city.  
The interviews I conducted were very much ‘conversational’. I followed up 
interviewees’ replies to ask new questions that were not included in the guide. 
However, I wrote lists of following questions (Appendix A) to a certain extent, 
because my study focusses on a very specific topic. Because my lists of questions 
included issues that were not amenable to observation, I realised that asking 
photographers about them was the only way to assess them. Thus, interviewing 
community and mainstream photographers was more appropriate for these items than 
participant observation. Moreover, when I was in Rio de Janeiro, different favelas 
from Complexo do Alemão were occupied by the BOPE (the Special Ops Squad) 
with the Brazilian Army and the Brazilian Navy to fight against drug trafficking and 
establish the UPP Unidade de Polícia Pacificadora – Pacifying Police Unit. In 
November 2010, shoot-outs became part of everyday life in the favelas. During this 
period, I went into the favelas as little as I could. It was difficult to meet with the 
community and mainstream photographers because they were covering the armed 
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confrontations in the favelas. Severino Silva (2012) commented that during the 
police intervention in the Complexo do Alemão, O Dia newspaper sent all of its 
photographers to document the episode 24 hours a day, seven days a week, until the 
end of the process of occupation. I was invited to get to know the Complexo do 
Alemão in January 2011 by Bruno Itan, who is a photographer from there. We 
walked across the favela while he narrated the occupation process. This will be 
further discussed in Section 5.2.3.  
According to Tedlock, ethnography has been a useful methodology for 
different areas of study, including applied areas. However, according to Tedlock: 
a key assumption has been that by entering into close and relatively prolonged 
interaction with people (one’s own or other) in their everyday lives, ethnographers 
can better understand the beliefs, motivations, and behaviors of their subjects than 
they can by using any other approach. (Tedlock 2000, 455-456) 
At the beginning of my fieldwork, I was open to getting to know the favelas 
and their communities, and photographers’ viewpoints and ways of living; therefore, 
I needed to follow whenever the phenomenon took me. In the next stage, I focussed 
on certain questions that emerged from photographers’ own voices, such as how 
photography can be used as a tool for social change and empowerment in Rio de 
Janeiro’s favelas.  
Acknowledging that I did not intend to describe photographers’ culture or to 
render a theory of cultural behaviour, I concentrated on ethnographic techniques in 
conducting my fieldwork. According to Wolcott: “Among the vast array of 
qualitative/ descriptive approaches, traditional ethnography is too culture-and-
context oriented, too holistic, and too time-consuming for most purposes” (Wolcott 
1990, 52). Wolcott, nonetheless, indicates the advantages of ethnography for 
researchers: it explains the purposes and approach of the study to others; orients 
researchers in the field; guides the transformation of data collected “in field 
experience into the information of ethnographic presentation” (Wolcott 1990, 52); 
and highlights the commonalities that people share with each other, instead of 
illuminating their idiosyncrasies.  
During my fieldwork, I adopted ethnographic techniques because they provide 
insights into how to get to know other people’s worlds and what it means to 
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participate or be in the field. Therefore, ethnographic principles were very useful 
when I needed to conduct my interviews and roundtable meetings, and to understand 
the community and mainstream photographers’ worldviews, motivations, identities, 
and working practices. However, I adopted a constructivist grounded theory to guide 
me through the process of analysing the data.  
Using this approach, the thesis has begun with a literature review that 
examined theorisation and applied knowledge about the favela background, 
photojournalism and documentary photography practices, the processes of news 
construction that are embedded with newsroom culture and routines, and different 
understandings about cultural production and citizens’ media. The research also 
referred heavily to sociological and cultural studies perspectives in its attempts to 
determine the position mainstream and community photographers have in the 
journalistic field.  
3.3.2 Three phases of the study 
This research project took place in three phases. The first phase involved 
discourse analysis (Altheide 1987) of two documentaries from Brazilian film-maker 
Guillermo Planel, Abaixando a máquina: ética e dor no fotojornalismo carioca 
(Lowering the camera: ethics and pain in carioca photojournalism) and Vivendo um 
outro olhar (Living on the other side).  
Lowering the camera explores how the mainstream photographers cover 
favelas and their ethical concerns about how to cover the pain of others. This film 
presents a series of interviews with prominent mainstream photojournalists who have 
a long history in covering armed and societal conflicts in Rio de Janeiro. The 
documentary allows photographers to talk freely about their views on journalism, 
violence, human rights, social inequities, and the effects on covering and witnessing 
armed confrontations and violent episodes on their lives. Thus, Lowering the camera 
is mainly about what is proper to see and be shown, and ethical implications with 
regard to this matter.  
Living on the other side addresses how the community photographers cover the 
daily lives of favela communities. Similar to Lowering the camera, this documentary 
film also presents a series of interviews with community photographers, artists, 
foreign photographers, lecturers, and favela dwellers who talk about their own views 
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on the favelas, the way favelas and their inhabitants are portrayed in the mainstream 
media, and the right of favela dwellers to represent themselves.  
To enrich the research, I obtained the interviews that Planel conducted in the 
process of researching and filming his film Living on the other side, which contain 
many lengthy interviews and forums with community and mainstream 
photographers, and I used them as an important archive in order to extend and 
enhance the body of evidence or analysis. The interviews were conducted by Planel 
between September 2008 and December 2009. I have not obtained the rushes of 
Planel’s Lowering the camera.  
It is important to recognise that my thesis does not use the films per se as 
resources. Instead, I compare findings from a set of four triangulated views: (1) 
Planel’s documentaries and rushes; (2) the data collected during my fieldwork in Rio 
de Janeiro (notes produced via observation, interviews, informal conversation with 
favela dwellers as well as mainstream and community photographers, and round 
table meeting); and (4) 4847 photos taken by community and mainstream 
photographers and videos produced by two mainstream photojournalists, Domingos 
Peixoto and Wilton Júnior, during the police occupation in Complexo do Alemão and 
Penha, in order to understand the working practices, identities, and discourses of 
photographers from community and mainstream media organisations.  
The second phase of this study involved field research. As I went to Rio de 
Janeiro attempting to understand how community photographers see the world and 
how this ‘world’ and their identities are constructed by discursive practices and 
power relations that take place in the journalistic field, I used the principles 
established by ethnographic and discursive studies.  
For my field research, I stayed in Rio de Janeiro city, Brazil, from 5 November 
2010 to 31 January 2011. During this time, I conducted interviews with 21 key 
photographers in total from Viva Favela, Imagens do Povo, and the mainstream 
media in order to deduce their worldviews, motivations, values, history, education, 
and relationship with favela communities. I also conducted interviews with the key 
leaders of Imagens do Povo and Viva Favela to determine how the underlying 
thinking, organisation, and operations might potentially support (or not support) 
community democracy and empowerment. In addition, Guillermo Planel, Dante 
Gastaldoni, and I convened a round table meeting at the NGO Observatório de 
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Favelas with community and mainstream photographers to discuss not only the 
concepts of photojournalism and photojournalists, but also the decision-making 
processes and power relations that take place in the journalistic field. We also 
discussed how photojournalism could be used as a tool for social change by 
comparing the working practices of the mainstream and community media; the 
relationships between mainstream and community photographers; and the 
relationships that mainstream and community photographers have with favela 
communities. The list of proposed questions for these three groups, community 
photographers, mainstream photojournalists, and key leaders of community-based 
organisations, which further illuminate my research strategy, is included in Appendix 
A.  
The third phase included the brief analysis of 4857 photos by community and 
mainstream photographers that I was given. This process of analysis took place in 
four phases (detailed further in Section 3.3.3): 
1. categorisation of all 4857 photographs by community and mainstream 
photographers 
2. brief analysis of the photographs in (1) 
3. explanation of the focus of my analysis and the choice of the images 
included in the sample. That is, a narrowing down of the images to those 
taken by photographers who I interviewed for my research or played a 
significant role in documenting the police occupation in Complexo do 
Alemão and Penha in November 2010) 
4. analysis of the photojournalists discussed in (3).  
My aim was to determine the differences and commonalities of the 
photographs taken by community photographers and mainstream photojournalists. 
Given the projects Viva Favela and Imagens do Povo are still very young, I 
attempted to understand the extent of mainstream photojournalism influence over 
community photographers’ photographs, and determine when their photographs 
emerge as an authentic way of portraying the favelas and their residents.  
Regarding videos produced by mainstream photojournalists, such as Domingos 
Peixoto and Wilton Júnior, they enabled me to understand how mainstream 
photojournalists operate when covering armed confrontations and police occupation 
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in favelas as they portray photojournalists at work. I undertook this methodology as 
it provided me with information regarding the way community and mainstream 
photographers look at and portray the favelas, as well as the differences and 
commonalities between their photographic documentation. The following section 
explains how I selected the photos and why I analysed this great amount of 
photographs though I am not doing textual analysis.  
3.3.3 Analysis of photographs and video recordings 
The central thrust of the thesis is an examination of the work practices of both 
mainstream and community photographers. As such, my study of images is not 
conducted for a separate end, but merely to provide more information to my 
ethnographic portrayal of life in the photojournalists in the favelas. The relevance of 
analysing the great amount of selected photographs lies in the possibility of 
visualising the intentions and main focus of community and mainstream 
photographers when they take photographs of the favelas.  
However, I also looked at mainstream photojournalists’ photographs taken in 
Rio’s ‘formal’ city, which is regarded as the centralised formal suburbs, whose 
dwellers pay their taxes and participate in the formal economy (see Section 1.5).  My 
decision was deliberate. I intented to understanding how mainstream photojournalists 
report on Rio’s ‘formal’ city on one side, and the favelas on another. I wanted to see 
the kind of represeantation they produce, when looking at Rio’s different suburbs. I 
did not do the same with community photographers’ photographs as all of the images 
I was given were taken in the favelas. The examination of the photographs that were 
taken outside the favelas has as its main aim to provide me with information to 
understand community photographers’ complaints regarding the way mainstream 
journalists and photojournalists represent the favelas in comparison to 
representations of Rio’s ‘formal’ city. Thus, the brief analysis of the photographs 
taken by mainstream photojouranlists sheds light on the production of knowledge 
about Rio’s different suburbs.  
However, my image analysis is only a very rudimentary summation of the 
topics/themes addressed by the photographs of community photographers and 
mainstream photojournalists. For example, in categorising the content of any 
individual photograph, I simply classified it as representing a theme such violence, 
corpses, police actions, politics, sports, indigenous people, religious expressions, 
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street dwellers, images of the everyday, carnival or arts. Although one may initially 
think that it would be very time-consuming process to categorise many hundreds of 
photographs, the simplicity of my chosen categories meant that the bulk of images 
could be processed very quickly. It took only a few seconds to categorise each 
photograph. Additionally, the majority of mainstream media photographs taken in 
the favelas represented themes of violence, death/corpses and police activities. 
The observation was very context specific, and cannot be considered a rich 
textual analysis. This study’s fundamental aim is to focus on the working practices, 
identities, and discourses of community photographers and mainstream 
photojournalists to determine the differences and commonalities between these two 
occupational groups and, as such, this research does not interpret photographs from 
an aesthetic realism perspective. Furthermore, it should be noted that the photographs 
I was given by mainstream photojournalists were part of their personal image 
databases. The fact that a photograph was take does not necessarily mean that the 
image was published in newspapers or any other media. Nor is there any information 
about the context they were published.   
Regarding mainstream photojournalism, I was given 3539 photographs. I 
organised them by topics in order to narrow down this enormous sample into a 
manageable number of images. Table 3.3 presents the names of Rio’s mainstream 
photojournalists and the topics most documented by them. By arranging them this 
way, I could summarise the topics addressed by these photographers while reporting 
on Rio de Janeiro.  
Table 3.3 Topics documented by mainstream photojournalists 
Photographer Themes documented 
Alcyr Cavalcanti  
(20 photos)  
Street dwellers, violence, corpses, poverty, and 2 positive images. 
Alex Ferro  
(76 photos) 
Everyday, carnival, soccer, sports, portraits, and religious 
expressions. 
Alexandre Brum  
(17 photos) 
Violence, riots, armed conflicts, corpses, sports, soccer in the 
favela, fashion, arts, personalities, politics, everyday, workers, 
indigenous, religious expressions, and carnival.  
Ana Carolina 
Kruschewsky 
(13 photos) 
Images of the everyday and politics.  
André Teixeira 
(9 photos) 
Images of the everyday, poverty, carnival, and politics.  
Berg Silva 
(127 photos) 
Images of the everyday, arts, gastronomy, carnival, and sports.   
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Carlo Wrede 
(32 photos) 
Police in the favela, violence, corpses, poverty, protests, 
accidents, fashion, everyday, sports, and carnival.  
Carlos Moraes 
(12 photos) 
12 images of BOPE (elite squad) in the favela, corpses, drug 
dealers, and police brutality.  
Custódio Coimbra 
(96 photos) 
Violence, arms, corpses, police intervention in favelas, street 
dwellers, everyday, protests, and massacre.  
Daniel Ramalho 
(4 photos) 
Police actions, funeral, and riot.  
CDomingos Peixoto 
(781 photos) 
Rubbish dump, oil spill, pollution, indigenous people in Amazon 
rainforest,drug dealers in Morro dos Macacos (Hill of Monkeys), 
and images of the police occupation in Complexo do Alemão and 
Penha.  
Estefan Radovicz 
(39 photos) 
Violence, police intervention in favelas, corpses, and images of 
the everyday.  
Evandro Teixeira 
(33 photos) 
Historical pictures (politics), and sertão (northeast Brazil).  
Flávio Damm 
(28 photos) 
Indigenous people, fishermen, workers, and images of the 
everyday.  
Gabriel de Paiva 
(37 photos) 
Violence, politics, police in the favela, poverty, personalities, 
sports, and arts.  
Ignácio Ferreira 
(36 photos) 
Politics (historical pictures).  
Ivo Gonzalez 
(24 photos) 
Police in the favela, sports, politics, and arts.  
João Laet 
(18 photos) 
Riots, violence, police actions, sertão, workers, and children 
labour.  
Leonardo Rozario 
(15 photos) 
Protest for peace, violence, riots, police intervention in favelas, 
and favela everyday life.   
Luís Alvarenga 
(90 photos) 
Folia de Reis8, indigenous people, violence, corpses, favela 
everyday life, police intervention in favelas, protest for peace, and 
armed conflicts.  
Luiz Morier 
(12 photos) 
Slave labour, violence, and corpses.  
Marcelo Carnaval 
(29 photos) 
Police brutality, corpses, violence, assault, funerals, and drug 
dealers.  
Marcelo Franco 
(88 photos) 
Politics, funerals, police in favelas, violence, riots, workers, and 
police brutality.  
Marcelo Piu 
(13 photos) 
Police in favelas.  
Marcia Foletto 
(18 photos) 
Police in favelas, massacre, and funeral.  
Marcos Tristão 
(229 photos) 
Police in favelas, funeral, drug dealers, and violence.  
Michel Filho 
(82 photos) 
Politics, violence, corpses, workers, armed conflicts, riots, 
arrastões, and street dwellers.  
Nilton Claudino 
(51 photos) 
Street dwellers, poverty, soccer, capoeira and soccer in favela, 
violence, police actions, carnival, drug dealers, corpses, sports, 
and images of the everyday.  
                                                
 
8 Folia de Reis is “a popular Brazilian tradition of folk Catholicism that involves a group of 
participants who, between Christmas and Epiphany, go on a journey asking for alms for social-
religious purposes. The tradition refers to musical ensembles comprising predominantly low-income 
rural workers from various regions of Brazil” (Tremura 2004). 
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Patricia Santos 
(84 photos) 
Arts, indigenous people, workers, police actions, massacre, street 
children, sports, and arts.  
Q Sakamaki 
(7 photos) 
Massacre.  
Uanderson Fernandes 
(29 photos) 
Funeral, armed conflicts, police actions, and drug dealers.  
Wânia Corredo 
(101 photos) 
Police intervention in favelas, protest, fire, violence, armed 
conflicts, and images of the everyday in favelas.  
Wilton Júnior 
(224 photos) 
Corpses, police in favelas, violence, police brutality, drug dealers, 
rubbish dump, street dwellers, and police occupation in Complexo 
do Alemão e Penha.  
Severino Siva 
(1065 photos) 
583 images (police actions, drugs, weapons, armed conflicts, drug 
dealers, corpses, massacre, and violence). 482 images (street 
dwellers, and images of the everyday,  
Total:  3539 photos 
 
Regarding community media photography, I was given 1318 photographs 
taken by community photographers. I cathegorised them as I did with the images 
produced by mainstream photojournalists. Table 3.4 presents categorisations of 
community photographers’ photographs.  
Table 3.4 Topics documented by community photographers 
Viva Favela archive or Photographer Themes documented 
Inside the favela (Walter Mesquita) 
(467 photos) 
Folia de Reis, religious expressions, favela 
landscape, graffiti, capoeira, soccer, children 
playing, workers, sports, images of the 
everyday in favelas;  
Images of the workshop conducted by 
Guillermo Planel and Bernadete Duarte in 
Turano; 
Images of children and teenage girls, who 
took part in the Curta Favela workshop in 
Santa Marta; 
Prostitutes in Vila Mimosa (prostitute zone); 
Photo exhibition displayed on the streets in 
Queimados; images of Queimados dwellers 
observing, interacting, and commenting the 
images; dance and music performances on 
streets;  
Images of the police occupation in 
Complexo do Alemão. 
I live in the favela 
(74 photos) 
Children playing, hairstyles, images of favela 
dwellers’ places, favela landscape, portraits 
of favela dwellers, religion expression, 
soccer, boxing, and images of the everyday 
in favelas.  
Nando Dias 
(12 photos) 
Cycling and skating in favelas.  
Rodrigues Moura Portraits of pregnant women in favelas.  
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(17 photos) 
Tony Barros 
(18 photos) 
Funk parties in Cidade de Deus.  
Bruno Itan 
(195 photos) 
Police occupation in Complexo do Alemão, 
cable car in Alemão, children playing, 
soccer, Alemão landscape, sunset in Alemão, 
Itan interacting with children, images of the 
everyday in Alemão.  
Maurício Hora 
(59 photos) 
Morro da Providência (Providential Hill) 
landscape, sunset in Morro da Providencia, 
children playing, women washing their 
clothes, images of the everyday of 
Providência.  
Ratão Diniz 
(387 photos) 
Images of forsaken regions across Brazil 
(project Revelando os Brasis9), landslides, 
carnival in Paraty, favelas’ landscapes, 
portraits of favela dwellers, families, 
musicians, graffiti in favelas, children 
playing, soccer and other sports in favelas, 
Folia de Reis, capoeira, and clowns.   
AF Rodrigues 
(20 photos) 
Police occupation in Complexo do Alemão. 
Naldinho Lourenço 
(51 photos) 
Police occupation in Complexo do Alemão. 
Imagens do Povo archive  
(18 photos) 
Favelas’ landscapes, children playing, 
soccer, tennage boys playing kites, musicians 
playing on the street, workers, favela 
dwellers at home, favela dwellers getting 
some sun at the rooftop, and images of the 
everyday.  
Total:  1318 photos 
 
Once I finished this process, I realised that I still needed to narrow down the 
images in order to manage the data. Thus, I separated the shots taken by mainstream 
photojournalists and community photographers I interviewed during my fieldwork in 
Rio de Janeiro plus the images produced by Naldinho Lourenço10 (51 photos), AF 
Rodrigues (20 photos), Walter Mesquita (74 photos), Wilton Júnior (76 photos) and 
Domingos Peixoto (43 photos) during the police occupation in Complexo do Alemão 
and Penha in November 2010 as table 3.5 indicates.   
                                                
 
9 Regarding the project Revelando os Brasis (Unfolding Brasis) see Section 4.5.2.  
10 Naldinho Lourenço is the only photographer included in this sample who I did not interview during 
my fieldwork.  
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Table 3.5 List of images included in the sample 
Community photographers Mainstream photojournalists 
Rodrigues Moura (17 photos) Domingos Peixoto (781 photographs) 
Tony Barros (18 photos) Luís Alvarenga (90 photographs) 
Nando Dias (12 photos) Severino Silva (1065 photographs) 
Maurício Hora (59 photos) Wânia Corredo (101 photographs) 
Ratão Diniz (387 photos) Wilton Júnior (224 photographs) 
Bruno Itan (195 photos) 
AF Rodrigues (20 photos) 
Naldinho Lourenço (51 photos) 
Walter Mesquita (138 photos) 
897 photos 2261 photos 
Total:  3158 photos 
 
By concentrationg on the images created by photographers who I interviewed 
during my fieldwork in Rio de Janeiro, I aimed to reflect on their discourses 
regarding their working practices, while I examined their photographs 
simultaneously. At this stage, I decided to examine only images that were taken in 
the favelas, and thus I narrowed down the 3158 images from mainstream 
photojournalists and community photographers. As Table 3.6 demonstrates, 2060 
images were left to my analysis.  
Table 3.6 List of images taken in the favelas by community and mainstream photographers 
Community photographers Mainstream photojournalists 
Rodrigues Moura (17 photos) Domingos Peixoto (308 photographs) 
Tony Barros (18 photos) Luís Alvarenga (17 photographs) 
Nando Dias (12 photos) Severino Silva (539 photographs) 
Maurício Hora (59 photos) Wânia Corredo (44 photographs) 
Ratão Diniz (158 photos) Wilton Júnior (195 photographs) 
Bruno Itan (195 photos) 
AF Rodrigues (20 photos) 
Naldinho Lourenço (51 photos) 
Walter Mesquita (427 photos) 
957 photos 1103 photos 
Total:  2060 photos 
 
Furthermore, I have obtained 76 mini-documentaries of the police occupation 
in Complexo do Alemão and Penha produced by mainstream photojournalists, 
Wilton Júnior and Domingos Peixoto. These videos enabled me to visualise the daily 
routines of mainstream photojournalists while they were reporting on armed conflicts 
as these short films portray them at work. Regarding the photographs of this episode 
taken by community photographers (Naldinho Lourenço, AF Rodrigues and Walter 
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Mesquita) and mainstream photojournalists (Wilton Júnior and Domingos Peixoto), 
they contributed to illuminating the influence of mainstream photojournalism over 
the photographs produced by community photographers.  
3.4 FIELD RESEARCH 
3.4.1 Going into the favelas 
In the beginning of November 2010, I accompanied Walter Mesquita, a 
photography and audiovisual editor for the Viva Favela portal in six different Rio 
favelas: Cidade de Deus, Cantagalo, Pavão Pavãozinho, Santa Marta, Nova Holanda, 
and Rocinha. My aim was to understand how Viva Favela works and how it creates 
its partnerships and carries out its workshops in these low-income suburbs. At that 
time, a group from the NGO Diaconia, physically located in Recife, was in Rio de 
Janeiro in order to strengthen the dialogue with the NGO Viva Rio. Similar to Viva 
Rio’s projects, Diaconia’s main aim is to contribute to a process of citizenship and 
the defence of human rights for disadvantaged classes in northeast Brazil.  
For two days, I accompanied Diaconia’s group, which was supervised by 
Mesquita, to four different favelas (Santa Marta, Cantagalo, Pavão Pavãozinho, and 
Cidade de Deus) to get to know these suburbs and to observe how they carry out 
urban interventions and workshops there.  
On the first day, the group spent hours walking around Santa Marta, Cantagalo, 
and Pavão Pavãozinho. By the end of the afternoon, José Cleinton Severino Lima, 
who is an educator from Diaconia, and a friend of his from Pavão Pavãozinho, 
improvised a photographic open-air screening in the middle of Pavão Pavãozinho’s 
square.  
The second day, I accompanied Mesquita and Diaconia’s group in a one-day 
workshop in Cidade de Deus. Mesquita chose this favela because he wanted to 
introduce Diaconia’s group to Tony Barros, who has promoted fashion photography 
in Cidade de Deus. The outcomes achieved by favela residents on these two days 
were:  
• a photographic screening in the middle of Pavão Pavãozinho’s square 
• collaborative creation of graffiti on the wall of Lens of Dreams, in City of 
God (Cidade de Deus) 
 125 
• collaborative creation of a stop-motion short movie in Cidade de Deus 
• editing of the images captured in Cidade de Deus at Viva Rio setting 
• screening of the stop motion short movie during a party at Viva Rio setting  
• strengthening the dialogue between Diaconia’s group, Viva Rio, and 
people from Rio’s favelas, which would facilitate further collaborative 
initiatives.  
3.4.2 Relying on my key informants  
The key informants (Bryman 2008), such as Guillermo Planel, Walter 
Mesquita, Dante Gastaldoni, and Bruno Itan have played an important role during the 
process of my investigation. I have engaged in conversations with Planel about 
journalism, photojournalism, representation, and favelas since 2009 when I met him 
and watched his film Lowering the Camera: Ethics and Pain in Carioca 
Photojournalism. At that time, he mentioned that he was producing another 
documentary about favelas, but from the favela photographers’ perspectives. He had 
spent two years conducting interviews, chatting, and participating in the daily lives 
of people from five different low-income suburbs in Rio de Janeiro. Before Planel 
edited his rushes to create his last documentary, Living on the other side, he had 
provided copies of his raw materials for use in this study. Planel’s rushes include 
around 50 hours of video interviews, events involving community and mainstream 
photographers, and seminars and workshops that took place at Viva Rio and 
Observatório de Favelas settings and in favelas. This provided a remarkable body of 
data, which was supplemented by my further interviews, round table meeting, notes, 
observation, and photographs and videos produced by community and mainstream 
photographers. During my fieldwork, Planel directed me to talk to community and 
mainstream photographers, helped me to reflect on favela issues, and acted as a 
liaison between Gastaldoni and myself to organise a roundtable meeting at the NGO 
Observatório de Favelas.  
From Planel, I met Mesquita, who played an essential role during my fieldwork 
in favelas. From him, I gained access to community photographers, and Viva Favela 
and Imagens do Povo’s settings. In November 2010, he guided me to talk to the key 
photographers – those who have committed themselves to photography as a means of 
social change – and directed me to events and activities that would be helpful to the 
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progress of my investigation. It is worth acknowledging the significant role of Planel 
and Mesquita in this study.  
At the end of my fieldwork, I was introduced via Planel to Itan, who invited me 
to get to know the Complexo do Alemão and listen to his stories about the process of 
police pacification that has taken place in his community. Throughout this PhD 
study, I was engaged in an ongoing dialogue with Planel and other photographers 
from Viva Favela, Imagens do Povo, and mainstream media.  
3.5 PARTICIPANTS 
Table 3.7 lists all of the participants interviewed between November and 
January 2011 in Rio de Janeiro. I talked to these people because they represent and 
express different identities and modes of doing photography in favelas. The 
interview material I gathered provides different patterns from each of its groups, 
which can be used as a basis for comparison.  
Viva Favela functions as a hub on the Internet that gathers together community 
correspondents and photographers trained by the project and individuals from 
different regions of Brazil. They share the same interest, which is to generate 
representations of favelas from inside, while they reflect on their identities as favela 
residents. Through the display of their productions – texts, photographs, podcasts, 
and videos – on the portal, community correspondents can get to know, interact with, 
and exchange experiences with others from different favelas or cities. Since 2010, 
when the Viva Favela portal evolved into a collaborative website, it became hybrid 
in its nature, and thus, it emerged as a myriad of different voices and perspectives. 
Nowadays, over 2000 potential community correspondents have subscribed to Viva 
Favela, which means that its community is very heterogeneous and diversified, and 
thus, photographers from Viva Favela express this hybridism. 
Community photographers such as Mesquita, Barros, and Moura are still very 
connected to the project because they became community correspondents when it 
was founded in 2001, and thus, they have accompanied its process of development. 
Mesquita, for instance, started as a correspondent from Baixada Fluminense11 and 
later, became part of Viva Favela’s staff. Nowadays, he is a photography and 
                                                
 
11 Baixada Fluminense is part of Rio de Janeiro’s greater metropolitan area. However, its government 
is separate of that of Rio. 
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audiovisual editor of the portal. He has played an important role by acting as a 
mediator between favela communities and the NGO Viva Rio. Moura, who has 
documented his community (Complexo do Alemão) for over 25 years, is personally 
engaged in using photography as a weapon for creating awareness about the 
obliviousness facing favela residents. Barros has struggled to re-signify Rio’s low-
income suburbs (Cidade de Deus/ City of God) by photographing fashion models in 
favelas.  
In contrast, photographers from the agency-school Imagens do Povo are 
committed to carrying on Ripper’s principle of social justice and democratisation of 
information that follows Article 19 of the Universal Declaration of Human Rights. 
Finding new ways of using documentary photography as a tool for social change is 
one of their main pursuits.  
During my fieldwork in Rio, I could observe that photographers who took part 
in the first photographic course at the school in 2004 were still engaged in some 
activities of the project. The NGO Observatório de Favelas, in Maré, has become a 
place of encounter where old and new students could catch up and engage in 
conversation, which have led to further collaborative projects, urban interventions, 
and political actions. Furthermore, photographers have built long-lasting 
relationships with their teachers and have also invited national and international 
photographers to give seminars at the NGO. Photographers from Imagens do Povo 
believe through intense dialogue between themselves and their communities they can 
strengthen favela dwellers’ voices, while they (photographers) pursue using 
photography as a means of political agency.   
Regarding independent projects, Planel has played a remarkable role in 
documenting photographic practices in Rio’s favelas from the mainstream and 
community photographers’ perspectives. Planel’s documentaries represent the 
symbiosis of different modes of doing photography as a means of thinking about the 
favela phenomenon, and photographers’ understanding about their practices and 
themselves. Planel is not attached to any organisation. He mentioned he decided to 
carry out his projects with his own resources because it provided him freedom to 
work. In this way, he has moved fluently between different political arenas. 
Maurício Hora has also worked independently, but in a different way. He 
founded his own NGO, called Favelarte Institute 
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(http://www.favelarte.org.br/?page_id=101&lang=en). He is committed to 
documenting the history of Morro da Providência, and has now developed projects in 
the Port zone. Regarding Itan, I decided to talk to him because he documented the 
process of pacification in the Complexo do Alemão from a different perspective.  
On the other hand, I conducted interviews with mainstream photographers as a 
means of highlighting the commonalities and differences between community and 
mainstream modes of reporting on the favelas and their inhabitants. I also intended, 
through my interviews, to investigate the ways in which community and mainstream 
photographers see themselves, and how this self-understanding is constructed by 
non-verbal practices, which are immersed in power relations that take place in the 
journalistic field. Mainstream photographic practices are, for instance, embodied 
with a productive newsgathering routine, which demands speed to meet publishing 
deadlines. However, I chose to talk to mainstream photojournalists who are 
personally committed to using photography as a means of creating awareness about 
the favela phenomenon and urban violence. I made this decision because I believe 
these photojournalists can bring remarkable insights about the nuances, 
commonalities, and differences between community and mainstream photographic 
practices. 
As my study mainly focusses on what community photographers and 
mainstream photojournalists do, in other words, their work practices, discourses, and 
identities, rather than the content analysis of their photographs, I adopted the 
approach proposed by Grayson (2012, 2) which speaks of the importance of 
analysing photographers’ actions, which “reflect the social and political environment 
in which they are working, and those of the client or employer for whom they work”. 
That said, I mostly interviewed community photographers and mainstream 
photojournalists, rathen than picture editors at mainstream newspapers though I had 
informal conversations with the coordinators of Viva Favela and Imagens do Povo. I 
did not speak with editors, as my main focus was to understand the differences and 
commonalities among the discourses, working practices, and identities of community 
photographers and mainstream photojournalists who live in or whose work brings 
them within the sphere of the favelas.  
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Table 3.7 Interview Participants 
 Name Position Date of Interview 
Viva Favela Tony Barros Freelance 
photographer 
(Cidade de Deus) 
10/11/2010 
Viva Favela Walter Mesquita Editor of the content 
of the Viva Favela  
(Queimados) 
17/11/2010 
Viva Favela Rodrigues Moura Retired and freelance 
photographer 
(Complexo do 
Alemão) 
24/11/2010 
Viva Favela Nando Dias Freelance 
photographer 
(Rocinha) 
25/11/2010 
Viva Favela Mayra Jucá Coordinator of the 
project Viva Favela 
(Laranjeiras) 
07/12/2010 
Imagens do Povo Francisco Valdean Image database 
manager of the 
Agency Imagens do 
Povo and educator at 
public schools 
(Complexo da Maré) 
11/11/2010 
Imagens do Povo AF Rodrigues Photographic 
Reporter from the 
City Hall of Rio de 
Janeiro 
(Complexo da Maré) 
26/11/2010 
Imagens do Povo Fábio Caffé Freelance 
photographer and 
educator at Imagens 
do Povo 
(Niterói) 
18/01/2011 
Imagens do Povo Ubiratan Carvalho Freelance 
photographer 
(Complexo da Maré) 
29/01/2011 
Imagens do Povo Ratão Diniz Photographic 
Reporter from the 
City Hall of Rio de 
Janeiro 
(Complexo da Maré) 
 
11/11/2010 
Imagens do Povo Dante Gastaldoni Pedagogical 
coordinator of the 
Agency-School 
Imagens do Povo 
(Jacarepaguá) 
29/01/2011 
Independent Guillermo Planel Film-maker 
(Laranjeiras) 
26/11/2010 
Independent Bruno Itan Freelance 
photographer 
31/01/2011 
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(Complexo do 
Alemão) 
Independent Maurício Hora Photographer and 
coordinator of the 
Favelarte Institute 
(Providência) 
25/11/2010 
O Dia Severino Silva Photographic 
Reporter 
04/12/2010 
O Dia Ernesto Carriço Photographic 
Reporter 
10/12/2010 
O Dia Eduardo Naddar Photographic 
Reporter 
14/12/2010 
Grupo Estado Wilton Júnior Photographic 
Reporter 
10/12/2010 
O Globo Domingos Peixoto Photographic 
Reporter 
13/12/2010 
Extra Wânia Corredo 
 
Photographic 
Reporter 
16/12/2010 
Extra Luís Alvarenga Photographic 
Reporter 
13/12/2010 
 
This table is reflective of the gender imbalance of community photographers in 
Imagens do Povo and Viva Favela. In informal conversation (via email) with the 
coordinator of the project Viva Favela, Mayra Jucá (2012), she commented that the 
activities of Viva Favela, its workshops, for instance, have tried to foster gender 
equality; however, she noted that the majority of community photographers are men. 
In contrast, similar numbers of men and women become community correspondents 
(text reporters and video makers).  
3.6 DATA COLLECTION AND ANALYSIS  
As a way of answering my research questions, I took a comparative approach 
to analysis by adopting methods derived from a constructivist grounded theory 
approach. The term ‘grounded theory’ refers simultaneously to a method and a 
product of inquiry (Charmaz 2005, 507). Nevertheless, because grounded theory 
provides systematic strategies for qualitative research practice, the term is very often 
regarded as a way of doing analysis. As Glaser and Strauss countered armchair and 
logico-deductive theorising, their grounded theory offers the possibility for 
researchers to get close to their studied cases by building their theoretical concepts 
from their data. From empirical materials, researchers build inductive theories by 
synthesising, interpreting, and creating relationships among their categories by 
adopting a constant comparative method. According to Charmaz: 
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Grounded theory entails developing increasingly abstract ideas about research 
participants’ meanings, actions, and worlds and seeking specific data to fill out, 
refine, and check the emerging conceptual categories. Our work results in an 
analytic interpretations of participants’ worlds and of the processes constituting 
how these worlds are constructed. (Charmaz 2005, 508)  
In other words, grounded theory starts with the data. From the data, grounded 
theorists build qualitative codes and, through them, they can separate, sort, and 
synthesise their empirical materials.  
Before applying a constructivist grounded theory to community and 
mainstream photographers’ habitus and subjectivity, I will outline its defining 
characteristics to illuminate this journey. The publication of The Discovery of 
Grounded Theory by Barney G. Glaser and Anselm L. Strauss in 1967 marked the 
advent of the grounded theory approach. Glaser and Strauss’s (1967) argument was 
the theory had to be discovered from the data and be based on evidence in order to fit 
the immediate problem(s). In other words, theoretical preconceptions about a 
phenomenon under study had to be avoided. Once an area of inquiry and a site for 
study are chosen, researchers must rely on initial observations and ‘theoretical 
sensitivity’ to develop categories and then correlate them: 
In this process of emergence, the researcher has to rely on their own ‘theoretical 
sensitivity’ to generate relevant categories from the data. The researcher has to be 
able to think theoretically – to glean insights from the evidence, to conceptualize 
their data, and then to analyse relationships between concepts. (Dey 1999, 4) 
Glaser and Strauss’s grounded theory, by offering a set of flexible analytic 
guidelines for qualitative research practice, emerged as a powerful tool for 
qualitative analysis and an opposing notion to methodological consensus, which 
regarded quantitative research as the only way to reach the ‘real’. According to 
Charmaz: “They proposed that systematic qualitative analysis has its own logic and 
could generate theory. In particular, Glaser and Strauss intended to construct abstract 
theoretical explanations of social processes” (Charmaz 2006, 5).  
Charmaz (2006) synthesised and summarised Glaser and Strauss’s perspectives 
about the defining components of grounded theory, as follows: Charmaz (2006) 
synthesised and summarised Glaser and Strauss’s perspectives about the defining 
components of grounded theory, as follows: Using both the data collection and 
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analysis; Creating codes and categories from data, in contrast to the idea of an 
armchair researcher who constructs logically deduced hypotheses; Adopting the 
constant process of comparison, which takes place throughout every stage of the 
analysis; Building theory through each step of data collection and analysis; Writing 
memos to refine categories, discriminate their properties, establish relationships 
among categories, and identify gaps; Creating sampling as a way of constructing 
theory; and once an independent analysis is done, building the literature review 
(Charmaz 2006, 5-6). 
Creswell (1998, 63) shares Charmaz’s (2006) viewpoint that grounded theory 
aims to generate a theory. However, Creswell remains loyal to Glaser and Strauss’s 
classic grounded theory approach, which advocated the theory emerges only from the 
data: the theory is discovered. In contrast, Charmaz (2006, 10) suggested “neither 
data nor theories are discovered”. Her approach assumes “any theoretical rendering 
offers an interpretive portrayal of the studied world, not an exact picture of it”. 
Nevertheless, there is a consensus that it is important to set aside theoretical 
preconceptions in order to carry out an open analysis. From this perspective, the 
literature review is built after this previous independent examination stage. Creswell 
(1998, 63) also argues the theory focusses on interaction among individuals and how 
they interact with their environment and/or the phenomenon under study. Theory 
emerges as a relation between concepts and sets of concepts, and theory is derived 
from data (fieldwork interviews, observations, and documents). In other words, the 
theory is generated through the involvement with data collection and analysis, as 
Charmaz (2006) has pointed out. From a systematic process of data analysis, which 
begins as soon as data becomes available, categories are identified and the 
connections among them are made. Further data collection (or sampling) aims only 
to focus on concepts that have emerged from data analysis. The emerging theory can 
be reported either in a narrative style or as a set of propositions.  
Drawing from Glaser and Strauss (1967), Dey (1999, 7) states “categories are 
not merely labels used to name different incidents but involved conceptualization of 
some key features”. From this viewpoint, categories or theoretical codes emerge as a 
conceptual element of the theory to create a meaningful picture of the phenomenon 
under study: “Categories and their properties varied in their degree of abstraction. 
They were likely to emerge from the data at a lower level of abstraction, but as initial 
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concepts were compared and contrasted, more abstract and integrating concepts 
might emerge” (Dey 1999, 7). 
There is a consensus between scholars, such as Conrad (1990), Riessman 
(1990a, 1990b), Richardson (2003), and other ethnographers, that grounded theory 
(a) limits entry into subjects’ worlds, and thus reduces understanding of their 
experience; (b) curtails representation of both the social world and subjective 
experience; (c) relies upon the viewer’s authority as expert observer; and (d) posits 
a set of objectivist procedures on which the analysis rests. (Charmaz 2000, 521)  
Nevertheless, Charmaz (2000, 522) argues grounded theory methods can be 
moved forward to the realm of interpretive social science in order to reconcile 
positivist assumptions and postmodernist critiques. To do this, a constructivist 
grounded theory that assembles both data collection and analysis should be used 
(Charmaz 2000, 522). A constructivist grounded theory moves from the recognition 
of an external reality to the understanding that the researcher creates the data, and the 
analysis emerges as a result of the interactive process between viewer and subjects 
(Charmaz 2000, 523-524).  
I adopted a constructivist grounded theory approach because it provided 
analytic strategies under which I could make comparisons among Planel’s 
documentaries and the rushes for his film Lowering the camera, my audio 
interviews, the roundtable meeting, my notes, and also the videos and photographs 
taken by community and mainstream photographers. In addition, this approach 
helped me to avoid remaining immersed in stories and anecdotes, and to use them as 
a way of sourcing colourful quotes to illustrate my own thoughts. It also offered a 
mode to organise and interpret the voluminous data. In the next section, I will 
explain how I generated action and focussed codes that evolved into theoretical 
categories through a constant comparative process.  
3.6.1 Coding the data 
In order to examine the huge amount of data, I identified patterns across it that 
enabled me to generate codes, properties, and categories through a constant process 
of comparative analysis. As already mentioned, my data includes:  
• Guillermo Planel’s rushes: around 50 hours of video recording including 
forums and interviews with community and mainstream photographers 
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• fieldwork: 21 audio interviews with community and mainstream 
photographers and key leaders from Imagens do Povo and Viva Favela, 
and the roundtable meeting, which includes around two and a half hours of 
discussion  
• community and mainstream photographers’ photographs and videos.  
I could not analyse the data without transcribing the interviews because I lost 
many important points when I was just listening to them. Thus, the data analysis 
began with the process of transcribing interviews and creating substantive codes 
from them. Glaser (2005, 12) argues “substantive codes and theoretical codes not 
only differ in abstract level, but in kind: substantive codes refer to latent patterns and 
TCs refer to models”. In contrast to substantive codes, which emerged quite easily 
from the data and indicated patterns, the creation of theoretical categories demanded 
further analysis and comparison between codes and their properties. It was only after 
the first 18 out of 21 interviews were transcribed and coded that the inception of 
analysis was possible and the theoretical codes were designed.  
Thus, the process of creating substantive codes and theoretical categories took 
place in two stages: (1) coding line by line; and (2) analysing the codes to evolve 
analytically in order to build focussed codes and their properties. The comparison 
and analysis of focussed codes and properties led to the creation of theoretical 
categories that were expanded and refined over the whole process of memo writing.  
Below is an example of the initial stage, which attempted to generate 
substantive and focussed codes from the recorded interviews, and, then, the process 
of memo writing, which explains and explicates theoretical categories. Aiming to 
compare the same photographers at different moments in time, I conducted a 
comparative analysis of my interviews, informal conversation via email with 
community and mainstream photographers, notes, and Planel’s rushes and 
documentaries. The process involved constant comparison of: 
• different photographers who talked about common questions  
• the same photographers at different moments in time (in this case, I 
compared Planel’s rushes with my recorded interviews)  
• one given category against other categories  
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• categories against the data to check whether they are meaningful (in other 
words, to see whether the critical analysis is linked to empirical reality).  
I will describe an example of the process of coding by using an example of 
how I coded a particular comment by Naddar. In our interview, he said:  
What are the great news assignments to me? Well, my great passion is the 
police. It’s the police section because I believe I have become quite addicted 
to adrenaline, I mean, those photographs are the most expressive, you know. 
You catch the people in a moment of very raw sentiments. It’s too much fear 
or too much anger or too much sadness. There are moments so intense, you 
know. And, to catch this is a fantastic thing of expression. I know that my 
role there is not to take part of the scene. I’m not there because I am a 
relative or because I am a policeman or because I am a drug dealer. My aim 
is to document the scene and to be invisible in the scene, not take part in it. 
But, I’m transforming the world even though I am invisible in the scene as 
far as I don’t allow that a wrong doing happens, again. Through my image I 
help a person who was in need and avoid a situation becomes worse. And, 
once the image is published on a newspaper and the authorities see that 
image and the reverberation of that issue results, I change the lives of the 
people through my job. This is one of my main aims. There is adrenaline, 
and there is changing the world. (Naddar 2010) 
First, I coded the passage line by line and, then, a focussed code and its 
properties were created.  
The substantial codes were: becoming addicted to adrenaline; meeting people 
when they’re on the edge; getting fascinated by shooting people during extreme 
situations; awareness of his own role; comparing his role to others’; intervening in an 
episode; calling on the authorities to tackle and/or debate some issues.  
The focussed code was ‘going into the favelas’ and it has five properties. 
• accompanying the police 
• meeting favela dwellers in extreme situations 
• detaching himself emotionally from the scene 
• asking authorities to tackle and/or debate certain issues 
• intervening into events. 
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Once I coded the data, I began writing memos. These writings emerged as a 
result of my attempts to interact with the data and move into a more analytic context. 
Action codes are not static topics; they are flexible standpoints from which one can 
depart to investigate interrelated processes between codes and categories. As 
Charmaz explains: “Memo writing aids us in linking analytic interpretation with 
empirical reality. We bring raw data right into our memos so that we maintain those 
connections and examine them directly” (Charmaz 2000, 517).  
The category of ‘building the wall’ is a good example to explain the memo 
writing process. The name ‘building the wall’ did not emerge straight from 
interviewees’ voices; it was inducted from their stories and experiences. It explains 
the process of consolidation of boundaries, not only in terms of the divide between 
the city and the favelas, but also among favelas. The photojournalists I interviewed 
mentioned a process that has transformed the working practices of the Rio’s 
mainstream press. It includes:  
• the increased levels of violence 
• the rise in the influence of drug trafficking 
• the lack of access and sources of information in favelas ruled by drug 
gangs 
• the consolidation of the idea of the broken city 
• the rupture between the mainstream media and the favela communities.  
The theoretical category ‘building the wall’ thus emerged as a result of the 
constant comparison and data analysis between different codes and properties. In 
Glaser’s (1994, 106-107) words “the memo tells what the code is about; it raises the 
code to a category to be treated analytically”. 
3.7 ETHICS 
Although this research involved human subjects, the study included interviews 
and participatory observation that would cause no distress to those involved. In 
addition, the research topic did not raise strong emotions in my interviewees because 
I did not ask them about controversial or sensitive topics, such as violence, 
criminality, or drug-trafficking in favelas. I was surprised to see although I did not 
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ask sensitive questions, most of my interviewees themselves mentioned violence, 
police brutality, and drug dealing while we were discussing photography in favelas.  
All participants wished to be identified by name, in order to have their insights, 
contributions, identities, and achievements publicly recognised and acknowledged. 
This is reflective of the fact they were treated with respect and sensitivity by this 
writer.  
3.8 LIMITATIONS 
The research examines and compares the working practices, identities, and 
discourses of community photographers and mainstream photojournalists. In doing 
so, the investigation focussed on content analysis of Planel’s documentaries and 
rushes. Following that was the fieldwork, which included interviews with key 
photographers who took part in Planel’s films and debates and/or have accompanied 
the development of the projects Viva Favela and/or Imagens do Povo since their 
foundations.  
Although the widespread lack of female photographers has been noted, this 
study did not involve the analysis of gender in community and mainstream media 
organisations.  
Furthermore, as the interview sample is small, the research findings are not 
absolute; rather the sample aimed to provide a qualitative analysis of the working 
practices, identities, and discourses of community photographers in comparison with 
those of mainstream photojournalists.  
3.9 CONCLUSIONS  
This study takes Planel’s documentaries and rushes as significant archive to 
enhance the body of evidence so as to examine the differences and commonalities of 
photographers from community and mainstream media organisations. Planel’s data 
include over 50 hours of video recording (forums, interviews, and workshops, which 
were held in different Rio’s favelas). In addition, I obtained 4857 photographs taken 
by community and mainstream photojournalists, plus videos produced by Domingos 
Peixoto and Wilton Júnior, which served a similar purpose.  
The aim for my fieldwork, which took place between November 2010 and 
January 2011, was to meet with key community photographers in order to illuminate 
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specific questions raised by my study. First, community photographers who have 
become engaged in two community-based projects from their foundations, Imagens 
do Povo (five photographers) and/or Viva Favela (four photographers); second, 
community photographers who have developed independent photographic projects in 
favelas (Guillermo Planel, Maurício Hora, and Bruno Itan12); and, third, mainstream 
photojournalists. I adopted the same principle with regard to mainstream 
photojournalists. I decided to interview seven mainstream photojournalists from 
three different dailies who have a long history in photojournalism. They have 
covered armed confrontations in Rio and have taken part in Planel’s documentaries 
and debates.  
Furthermore, I spent six weeks in Brazil, between 4 February and 17 March 
2012. During this time, I met with community photographers I had interviewed 
previously, such as: Ratão Diniz, Maurício Hora, Francisco Valdean, Fábio Caffé, 
and others. In addition, I had informal conversations with the former coordinator of 
Imagens do Povo, Kita Pedroza, the founder of the project, João Roberto Ripper, and 
the current coordinator, Joana Mazza. Furthermore, Planel introduced me to the 
Italian photographer, Giorgio Palmera, who founded the NGO Fotografi Senza 
Frontiere (Photographers Without Borders), whose endeavours are presented in 
Section 4.6. This time in Brazil was not regarded as a fieldtrip, however, it 
contributed to my understanding about the working practices, expectations, and 
identities of community photographers.  
This thesis does not claim adopt Bourdieuian, Foucauldian or even Freire’s 
theories wholesale. Instead, particular sub-elements of key theoretical approaches are 
used and adapted as important tools for developing the methodology and analysing 
the data. As such, this PhD uses some degree of bricolage. Denzin and Lincoln 
(2005, 4) liken the qualitative researcher to a bricoleur, where the interpretive 
bricoleur produces a bricolage – that is, a pieced-together set of representations that 
are fitted to the specifics of a complex situation.  Tracy (2012) compares this to 
                                                
 
12 Maurício Hora is from Morro da Providência that is the first favela in Rio de Janeiro. Hora has 
documented his community since 1996, aiming to celebrate its 100th year in 1997. Since then he has 
developed photographic projects, not only in Providência, but also in the Port zone. Hora is also one 
of the founders of the Favelarte Institute (http://www.favelarte.org.br/?page_id=101&lang=en). Bruno 
Itan, from Complexo do Alemão, when interviewed by this writer in 2011, was documenting 
independently the everyday life of his community. Nowadays, Itan works as a mainstream 
photojournalist for the Government of Rio de Janeiro. 
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quilters, borrowing and interweaving viewpoints and multiple perspectives: “They 
make do with a variety of data – all of which are partial and mismatched – in order to 
construct a meaningful, aesthetically pleasing, and useful research synthesis… This 
means that qualitative researchers are flexible, creative” (Tracy 2012, 26).  
This chapter demonstrates that this study is qualitative in nature. By adopting a 
multi-method approach, this research combines ethnographic methods, interviews, 
discourse analysis, and applied theory. From a set of four triangulated views, i.e., (1) 
Planel’s films and raw materials; (2) observation in Rio’s favelas; (3) interviews and 
round table meeting; and (4) videos and photographs taken by community and 
mainstream photographers, I synthesised, interpreted, and created relationships 
among my categories by adopting a constant comparative method, as explained in 
Section 3.6. Within this context, the task of Bourdieu’s theory of field and Foucault’s 
notion of power-knowledge was to help me to take the things I found out concerning 
the working practices, identities, and discourses of community and mainstream 
photographers and abstract from the details in order to say something of general 
interest.  
Given that Foucault understands power as a microphysics of power, rather than 
a state power or/and an institutional power, Foucault’s genealogy of power adds to 
my attempts at understanding the way professional beliefs, working routines, and 
editorial policies inform photographers’ subjectivities or in Bourdieu’s term habitus, 
as both Foucault and Bourdieu reflected on the process of subjectification of 
individuals via a disciplinary power in Foucault’s term or in Bourdieu’s habitus that 
embraces cultural/symbolic capital and social capital. These networks of power that 
take place in the social world and/or in the journalistic field shape mainstream and 
community photographers’ identities, working practices, and discourses.  
The concepts that I use from Freire are also consistent with those that I use 
from Foucault because Foucault’s genealogy of power can complement Freire’s 
conscientização, as the latter is expressed via the awakening of a critical 
consciousness. A critical consciousness that acknowledges the existence of networks 
of power that inform individuals as much as their identities and discourses. The 
awareness of the existence of these power-relations functions as a startpoint from 
where individuals can re-build themselves as well as their identities and discourses.  
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The next chapter investigates photographers’ identities and working practices, 
their process of becoming either community or mainstream photojournalists, and 
some visual projects carried out by community photographers, not only in Rio’s 
favelas, but also across Brazil. It aims to determine the differences and 
commonalities between these two groups of photographers as much as reflect on how 
economic capital and cultural capital that is embedded in power relations give 
meaning to their habitus and the fields of community and mainstream media.  
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Chapter 4: Identities and practices of 
community and mainstream 
photojournalists  
4.1 PURPOSE 
This chapter investigates community photographers’ and mainstream 
photojournalists’ working practices, identities, and discourses through undertaking 
an analysis of Planel’s data and my own. It aims to explore how institutional 
frameworks, professional beliefs, and newsroom culture of community and 
mainstream media organisations inform the working practices, identities, and 
discourses of community and mainstream photographers.  
Furthermore, by looking at two community-based projects, Viva Favela and 
Imagens do Povo, the way in which favela dwellers are trained to become 
community correspondents or photographers is investigated. Later in the chapter, the 
Italian non-profit organisation Fotografi Senza Frontiere (Photographers Without 
Borders) that undertakes community projects in different nations, is examined so as 
to illuminate when community-based photography initiatives in other countries are 
working in similar or different ways to Viva Favela and Images do Povo.  
4.2 MAINSTREAM PHOTOJOURNALISTS 
4.2.1 Photojournalism and photojournalists  
When asked about why they chose to become photojournalists, the interviewed 
mainstream photographers often gave similar answers. They were attracted to the 
non-routine nature of the work and the possibility of telling others’ stories through 
their images. The mainstream photographers also very often expressed their desire to 
achieve changes in the world by denouncing wrongdoings. Wânia Corredo (2011) 
from the daily Extra commented that her relationship with photojournalism is a 
matter of fate and destiny. Likewise, Wilton Júnior (2010) from Grupo Estado 
declared photojournalists are born, not made. According to the interview sample and 
Planel’s rushes, it appears that mainstream photojournalists are driven by the belief 
that their role is of primary importance to the defence of human rights in Brazil’s 
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low-income suburbs. They believe this role makes their efforts, including waking up 
in the middle of the night to put their lives at risk to cover crossfire and shoot-outs in 
favelas, worthwhile. Regarding the question of education, six out of the seven news 
photographers interviewed said they trained on the job at newsrooms and by 
observing experienced photojournalists.  
Planel’s (2007) film Lowering the Camera gathered renowned mainstream 
photojournalists to reflect on their working life and conceptions about 
photojournalism. My analysis of this film indicated there still is the belief among 
senior photographers that photography mirrors reality, and thus, their main role is to 
capture it. Alcyr Cavalcanti, who is regarded as one of the most important 
photojournalists in the history of the Brazilian press, said: “In photojournalism, we 
are supposed to capture the reality. Most of the time, the reality is hard. At times, it’s 
against our principles, but the professional is to capture that. Because that’s the world 
after all” (Planel 2007). Another photojournalist, Marcos Tristão, also commented in 
the film: “Concerning factual photography, you shouldn’t interfere in anything. You 
must be a mere spectator. Just stand there, watch what is going on, but don’t interfere 
… I think you shouldn’t even be noticed. You are only supposed to observe and 
photograph” (Planel 2007).  
In considering the mirror theory, it is instructive to reflect on Anne Marsh’s 
(2003, 14) observation that the reality of the photography is always relative because 
it involves a mechanism of productive and reproductive process of reality 
production. In addition, Kobré (2008, 388) reminds us that the way in which the 
camera sees is not the same of the human eyes; therefore, photography could 
represent the reality, but not reproduce it (see Section 2.3.2).  
On the other hand, Custódio Coimbra, whose argument is followed by other 
photographers, questioned the traditional concept of impartiality: “You are partial 
because you exist. You look and you see. It means impartiality exists only on other 
levels. When you are working, you’re the most honest as possible ‘with yourself’” 
(Planel 2007). Five interviewees, Wânia Corredo, Domingos Peixoto, Wilton Júnior, 
Eduardo Naddar, and Carriço, share the same view with Coimbra. Peixoto said:  
I see photojournalism as an instrument to transmit what you’re feeling 
through the image. It encompasses your life history, everything. It’s not just 
taking a great shot, you know? You have to put your soul, your history, on 
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that photograph. And if you pay attention, you will see the guys you’ve 
talked to, you’ll see all of them have a strong social commitment which 
comes first, even before using the camera. That what differentiates 
photographers from the same organisation. (Peixoto 2010) 
All of the news photographers interviewed share the same argument that their 
pictures result from their own life experiences, sensibility, worldviews, and 
background, although they strive to be as much impartial as they can. However, 
Coimbra’s words show that this impartiality is relative to photographers’ own 
conceptions. Wilton Júnior’s words are quite similar to those of Domingos Peixoto. 
During the interview, he said: 
I believe being a photojournalist is to try to transmit through your 
photographs as much information as you can… having sensibility to inform 
through your image. But this with plenty of ethics, without jeopardising 
anybody, having care about... even if you photograph someone who is a 
lawbreaker or someone who is even a defendant or someone who has died... 
that you, when lift up your camera to shoot, having responsibility of 
knowing that there is somebody who is crying for that person. You shouldn’t 
put your personal criticism on that, you should transmit it with as much 
impartiality as possible. You have to know there is a mother, a father, a son, 
someone who is mourning someone’s death, and you should be careful at the 
time of showing the shot. The photojournalist is a guy who is concerned 
about all those things. The photojournalist is a guy who must know the time 
he can or cannot lift up the camera because if you lift up your camera… you 
may put your team at risk, you may kill your whole group, so the concept of 
photojournalist, in my view, I’m not sure whether I’m right, is a professional 
who has all those cares… (Júnior 2010) 
When the mainstream photojournalists who were interviewed for this research 
were asked about what photojournalism is and what it means to be a photojournalist, 
five out of the seven news photographers commented it is a very difficult question to 
answer today due to the process of experimentation facing the profession. Wânia 
Corredo from the daily Extra said that everything has been experienced; therefore, 
photojournalists have tried to understand and make sense of this process. According 
to Naddar (2010), the roles of journalists and photojournalists have been questioned, 
but the role of photojournalists has become more and more similar to that of 
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reporters. In other words, it is not just taking pictures; it is photographing, 
investigating, interviewing, making videos, editing, transmitting, publishing, and 
updating Flickr, Twitter, and photo-galleries. Once their job became inclusive of 
multimedia, they had to produce content, which demands more and more writing 
from them. In addition, the plummeting cost of digital cameras was followed by an 
increase in the labour market competition. As a result, photojournalists are facing an 
increase in workload due to their duty to produce and publish content for different 
media platforms with no concurrent increase in wages or even staffing.  
The photojournalist Wânia Corredo (2011) said changes have made 
photographers re-think their identity, especially because inexperienced reporters are 
expected to become ‘production journalists’ – a person who masters both the digital 
technology of production and writing skills. The traditional photojournalism model, 
within this context, becomes obsolete. Corredo commented that in the past 
photographers had to be concerned about the production of images alone; they had to 
search for the best angle, light, and perspective to take the shot. Nowadays, they have 
to decide when they are going to photograph, make videos, transmit information to 
newsrooms, and update Twitter, Facebook, and photo-galleries. They are expected to 
simultaneously act as photographers, video makers, and journalists. In addition, 
journalists have become less mobile: they spend more time at newsrooms because 
they do not need to leave their desks to get the story out. However, photojournalists 
have to spend more and more time in the field. In Corredo’s words:  
What do I have to do daily at Extra? … well, I have to photograph, I can’t 
forget photographing … I have to photograph. I have to edit my material, 
transmit it, for example, I’m a photographer who transmits my whole 
material from streets. This is less time consuming, because when I get to the 
newsroom, I just take my stuff and off I go. This allows me to have a life 
time outside the newspaper. Thus, I photograph, edit, transmit, make films, I 
have to do it. I have to edit the video. I have to update Twitter. I have to 
update Flickr, and photo-galleries from the newspaper which we have to be 
alert all the time, so there is an excess of things which have to be done … I 
always say … most of the time the journalist is inside the newsroom, we, 
photographers, as we photograph for different sections, I may not stop a 
minute during my day … so we’re in a moment of reflecting upon … when 
am I going to make films? When am I going to photograph? In which 
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moment should I twit? We have to carry out lots of activities, but we still 
don’t know how to accomplish them though. (Corredo 2011) 
Corredo’s speech brings to light the process of de-skilling and multi-skilling 
that has taken place in Rio’s newsrooms. All seven photojournalists interviewed 
agreed they were expected to be more and more technologically literate. They must 
create different kinds of content for different digital platforms and, on the other hand, 
carry out less and less investigative reporting, which is costly and, as such, contrary 
to discourse of speed.  
My findings are similar to those of Ramos and Paiva (2007). After having 
analysed nine Brazilian newspapers from three different states, they found there is a 
lack of initiative from the press to pursue investigative reporting or even provide 
stories with analysis or context. The news photographers interviewed presented the 
argument that whereas news workers are better trained and prepared today due to the 
easy access to information, journalists and photojournalists are very often forced to 
give up stories in the middle due to a lack of time. Corredo commented that there is 
an ongoing debate about speed, workload, technology, and quality at the Extra 
newsroom.  
In contrast, Wilton Júnior from Grupo Estado and Luís Alvarenga from the 
daily Extra were very confident with their positions on this matter. During the 
interview, Júnior said: “I’m a photojournalist. The photojournalist lives for news; 
lives to tell stories; lives to denounce; lives to be over the fact, because the shot will 
be used as a document in the future” (Júnior 2010). Alvarenga similarly commented: 
“The photojournalist, I’ll give a concept of photojournalist to you. The 
photojournalist … he has a duty to inform all the time through his images the true 
meaning of the assignment which is given by the newspaper” (Alvarenga 2010). 
Both responses bring to light their duty of getting the story out and generating news, 
which is informed by a “regime of objectivity” (Hackett 2006; Hackett and Zhao 
1994) (see Section 2.3.1). In addition, Alvarenga’s speech is evidence of a 
characteristic that differentiates community and mainstream photojournalists. Unlike 
community photographers, mainstream photojournalists do not choose their 
assignments; rather, they do their best to fulfil what media organisations demand, 
though the data analysis indicated they have attempted to go beyond what they are 
told to do.  
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When the mainstream photojournalists interviewed for this research were asked 
to compare their working routines with those of community photographers, 
mainstream photojournalists often mentioned the main difference between them is 
the fact that mainstream photojournalists are embedded in a productive 
newsgathering routine that demands speed, aiming to tell news stories. In contrast, 
data analysis of community photographers’ interviews indicates community 
photographers generally have no concern for news. Instead, they document the 
‘everyday’ life of the favelas, and thus spend most of the time gathering visual 
information and building trusting relationships with favela residents.  
In contrast, the seven mainstream photojournalists I interviewed agreed one of 
their main duties was to gather and present visual information. Being a 
photojournalist is deeply connected to the idea of being part of an industrial 
journalistic field, which has its own daily routines, professional beliefs, and 
newsroom culture. In Alvarenga’s words: 
We have an organisation behind us that promotes this thing of photojournalism. 
There are no independent photojournalists; the guy is a freelancer. Why isn’t a 
community photographer photojournalist? Because he takes his photographs and 
publishes them nowhere. That’s his job, a pleasurable thing. It’s a kind of hobby. A 
photojournalist ... he has a duty to inform all the time. (Alvarenga 2010) 
Otherwise, Berg Silva, who started his career as a photographer at Ripper’s 
Imagens da Terra (Earth Images) and then went to O Globo newspaper, said in the 
past he used to think that the photography of social movements was in contrast to 
that of the mainstream media. However, he learned from his own experience, first, as 
a photographer of social movements and then as a mainstream photojournalist that 
there is no antagonism. In the Foco Coletivo (Collective Focus) Forum in 2009, 
which drew community and mainstream photojournalists to discuss journalistic 
coverage of favelas, Berg commented: “Here is the movement of photography. 
Photography is the author’s perspective. Each author is an author and each 
photographer is an author. There is no dichotomy. There is an author and there is the 
organisation” (Planel 2009b). Silva also said there is no photographic discussion at 
newspapers’ meetings. Photography has been losing space in newspapers.  
Beyond this debate about the photographer as an author, there is the 
journalistic field, which is a field of discursive production, that community and 
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mainstream photojournalists are embedded in, regardless of whether they are 
engaged in mainstream media or non-governmental organisations. In other words, 
photographers’ working practices are shaped by routines and habitus, and as such, 
community and mainstream photojournalists do present different working practices 
with regard to assignments, time spent to gather visual information, and publishing 
deadlines. Furthermore, the access photographers have in favelas and their 
relationship with favela communities influence the result of their endeavours. In 
addition, as mentioned before, mainstream journalism and photojournalism are 
facing a transitional form that has transformed news workers’ daily practices. 
Thus far, this section has demonstrated the way mainstream photojournalists 
see themselves and their duties as news photographers has been transformed due to 
the changes facing journalism and photojournalism. This transitional form, which is 
understood as technologically driven, has led photojournalists to reflect on their own 
identities and working practices, while they are experimenting with different ways of 
producing content for different platforms. The next section investigates the way 
mainstream journalists’ endeavours are informed by a set of practices and daily 
newsroom routines, and how photo editors’ views shape the photo-essays published 
in the newspaper.  
4.2.2 The newsmaking process 
According to Langton (2009, 93), the newsroom culture and its routines 
influence the conceptions of newsworthiness and how news is covered. Intrinsic in 
newsroom culture is a hierarchical framework: “The top editors prescribe the 
journalistic direction of their papers and make the final decisions, particularly with 
regard to potentially controversial images or stories, the front page and special 
coverage” (Langton 2009, 93). Langton (2009, 97) speculates perhaps the most 
influential practice in newsrooms might be the definition of ‘news’; this definition  
influences what the final product of the newspaper should be. 
From the interview analysis, it is clear that mainstream photojournalists’ 
choices are based primarily on three points: (1) daily assignments; (2) themselves; 
and (3) the documented history of Rio de Janeiro. Mainstream photojournalists strive 
to have their work recognised by media organisations because this affords them the 
possibility of having a voice to negotiate with other publications. Mainstream 
photographers also struggle to go beyond what they are told to do in order to please 
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themselves as photographers. This includes contributing to a better society by 
denouncing wrongdoings and the documented history of Rio de Janeiro. All of the 
mainstream photojournalists interviewed commented they understood that each 
newspaper had its own editorial line that defines, for instance, the level of 
sensationalism. Comparing different dailies, mainstream photojournalist Eduardo 
Naddar (2010) said:  
Each newspaper has its own editorial policy. O Globo, O Dia, JB, Estadão, 
Folha, each one has its own methodology. The newspaper O Globo is more 
focussed on classes A, B. The newspaper O Dia is more focussed on classes 
B, C and D, I’d say. Meia Hora, D and E. I can produce a sensationalist 
photograph for Meia Hora, for example, but O Dia won’t run this shot. The 
editor will check this out and say: ‘This isn’t our goal, man’. (Naddar 2010) 
Wânia Corredo (2011) and Domingos Peixoto (2010) argued they have learnt 
on the job how to produce and publish images that fit the editorial policy and please 
themselves as photographers, which means presenting their own views in the 
newspaper. Luís Alvarenga (2010) commented the newspaper encourages 
photographers to contribute with personal ideas and experiences. Moreover, the 
newspaper publishes a section called Sem Palavras (No Words) on Sundays, which 
displays only photo-essays. Wilton Júnior (2010) also said the organisation has 
supported his views, so he has had the freedom to carry out his job. Regarding the 
editorial line, he stated:  
I believe the newspaper, organisations, they seek persons … of course, I’m not the 
same of the photographer A, B or C and each of us has our own way of doing the 
job, but I believe the organisation itself sees this and figures out we share the same 
thinking with them. (Júnior 2010) 
In contrast, Eduardo Naddar13 (2010), Ernesto Carriço (2010), and Severino 
Silva (2010), all from O Dia newspaper, agreed that whereas they try to accomplish 
more than daily assignments ask for, the photographs should fit the editorial line and 
editor’s expectations in order to be published. In addition, Silva (2010) mentioned 
that advertisements are favoured over photographs at O Dia newspaper, thus, 
photography is losing space in the newspaper. Yet in spite of this, Silva commented 
                                                
 
13 Nowadays, Naddar works for O Globo newspaper. 
 149 
that he has pursued publishing his own view in that daily paper. Reflecting on the 
coverage of the police occupation in Complexo do Alemão in November 2010, he 
said:  
When I go out to photograph for the newspaper, I have an assignment, so I 
pursue what the newspaper wants and what I’d like to… I don’t restrict my 
job on that assignment. I always pursue doing something else. Sometimes, it 
works out. Sometimes, they run a different photograph. In the case of 
Alemão, there was a battalion at the top of Morro da Fé (Faith Hill), and so 
were we there. Eventually, a person appeared, wearing a t-shirt ‘Paz na 
Penha’ (Peace in Penha), on the first day of the conflict… I did a shot and 
then they ran the photograph at the front page. It was cool. It’s that story, 
you should be alert. (Silva 2010) 
Silva’s (2010)  statement presents the idea that whereas photography is losing 
space in the daily O Dia, he is still doing his best to go beyond what he is told to do. 
For example, sometimes the newspaper runs photographs that illustrate the 
photographer’s experience in the field, rather than the editor’s conception of what the 
report should be. Furthermore, photojournalists sometimes are told to do what is 
called ‘special reports’ that demand a lot of time to gather visual information about a 
certain topic, giving photographers more freedom to accomplish their photo-essays.   
When asked about how the editorial policy shapes his working practices and 
the freedom he has to present his own view in the newspaper, Naddar, during the 
interview, presented a critical position towards the way newspapers construct news.  
Before going out to do coverage, the editor has his own conception about 
what the journalistic report should be. He has an idea, therefore, the report 
must reach to a certain extent that frame. It has to fit the bill. Do you have a 
lot of freedom? Yes, you do. However, I have a feeling that it is such a 
supervised freedom. I mean, if the report does not fit the idea of the editor 
the material is re-edited. Thus, there isn’t a lot of freedom. (Naddar 2010) 
Griffiths (1999, 209), a former President of Magnum photos, presented  a 
similar view to Naddar’s by stating: “Today the photographer is sent off to illustrate 
the preconceptions, usually misconceptions, of the deskbound editor – an editor 
biased not by any knowledge of the subject but by the pressure to conform to the 
standard view ordained by the powers that be. Any deviation from the ‘party line’ is 
150  
rejected”. Likewise, Langton (2009, 97) argues that photo editors lack the initiative 
to pursue their own stories; they feel content to provide what is requested by the 
editors above them. However, there are photojournalists who take advantage of more 
visual-oriented newsrooms, contributing with their own views and experiences.  
4.2.3 Planel’s documentary and its ethical consequences 
The previous section demonstrated that whereas photojournalists undertake 
daily assignments, which are decided in advance at newsrooms, they have strived to 
accomplish more than the newspapers’ expectations. Concurrently with their duty to 
tell stories, mainstream photojournalists are also concerned with ethical issues, which 
are intrinsic to the question of how to portray the people. Reflecting on the coverage 
of violence and crime, Wilton Júnior said:  “Sometimes, it is better to show a corpse, 
rather than showing the face of a person, because the son of this person or the mother 
will see that picture …” (Júnior 2010).  
Planel’s film Lowering the Camera is mainly about what is proper to see and 
be shown, and ethical implications with regard to this matter. In informal 
conversation in February 2012 in Rio de Janeiro with Planel and André Teixeira 
(2012), who is a mainstream photojournalist from O Globo, Teixeira commented that 
Lowering the Camera raised questions that had not been discussed at newsrooms yet. 
For example, the moment in which photojournalists decide whether they should 
photograph certain episodes or not, to intervene or not, and the consequences of their 
choices. These  ethical questions inquire about the level of intrusiveness into others’ 
lives.  
Planel’s documentary also contributed to the dialogue between community 
photographers and mainstream photojournalists due to Lowering the Camera’s 
display of mainstream photojournalists as humans; that is, professionals who care 
about the people they portray and approach. This portrayal opened the doors to 
dialogue because community photographers began to look at professionals from the 
mainstream media in a different light. In addition, the documentary suggested the 
understanding of urban violence in Rio de Janeiro should conceive the city as a unit, 
not as a fractured city, which has the favelas on one side, and the ‘formal’ city on 
another. Whereas armed confrontations are most prominent in Rio’s favelas, the state 
of violence in Rio has affected everybody as a whole. By showing the working life of 
mainstream photojournalists, Lowering the Camera raised a great variety of 
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questions that have fostered the dialogue between favela communities and those 
employed by mainstream media.  
These questions posed by Planel’s film also appear in the movie called War 
Photographer, when the famous American photojournalist James Nachtwey (Frei 
2001) says: “Every minute I was there, I wanted to flee. I did not want to see this. 
Would I cut and run, or would I deal with the responsibility of being there with a 
camera”. Taylor (1998, 6) opposes the current discourse about the press contributing 
to public controversy by displaying images of horror and shame. Taylor argues that 
“no newspaper offers an unrelieved diet of such pictures. On the contrary, reporting 
curtails or constrains hideous sights. The industry works within largely self-imposed 
limits that exclude the most detailed, close-up and disgusting photographs”. With 
regard to public decency, photography in the press aims more to shape the public 
debate on what is considered worth seeing and displaying than to generate public 
controversy as far as shame and action are concerned (Taylor 1998, 6).  
When interviewed by Planel in 2007, Rodolfo Fernandes, who was editor of O 
Globo newspaper, said:  
Sometimes, an intense photo, a shocking photo, has a sense. Nobody publishes a 
picture just to shock, but sometimes, in very significant moments, such as World 
Trade Centre and others, the strongest record is a photo of that event. It’s 
something that becomes history. (Planel 2007) 
Likewise, Michel Filho, who was a photojournalist from O Globo, commented 
in Planel’s film:  
You shouldn’t look at a photo and say: _‘My goodness! A dead body! Didn’t they 
have anything else to shoot?!’ No, it had to be that! You must have the courage to 
look at that and say: _‘We need change! Something is wrong …’ We shouldn’t 
refuse these photos. You can criticise, but never reject them. (Planel 2007)  
Regarding what is proper to be shown, Hamelink (1996, 9) speaks of the right 
to remain ignorant. Reflecting on the late twentieth century information environment, 
he argues that the world’s citizens lack the interest to become fully informed. 
Looking at the Gulf War, Hamelink pointed out that despite the fact that the people 
were kept ignorant, most of them preferred not to know about the details of the 
horror of the war: 
152  
This could be confirmed by the finding that nearly eight out ten Americans 
supported the Pentagon restrictions on the press and six said that the military 
should exert more control. Eight out of ten said the press did an excellent job and 
over 60% thought the press coverage was accurate. (Hamelink 1996, 9) 
This is to say journalistic self-censorship, combined with citizen’s disinterest 
for their informational environment, ends up reinforcing censorship, on one side, and 
uncritical analysis on the other. In his last book, Media and conflict: escalating evil, 
Hamelink (2011) dialogues with Sontag’s (2003) Regarding the pain of others to 
inquire about the painful images of war and whether the media should display them 
or not.  
Does showing people’s suffering make audiences realize the insanity and the 
disgrace of war, or would this rather motivate people to engage in more 
violence and revenge? It is not certain what the effects would be, but perhaps 
this is the wrong question altogether. We should probably ask: What would 
be the effect if we did not permanently and realistically show the horrors of 
warfare? If we did not demonstrate to each other what we are capable of, this 
obscuration would make it easier for those who initiate and want war to get 
away with it, contending that their wars are necessary and legitimate. 
(Hamelink 2011, 35) 
The question about displaying the pain of others permeates Planel’s film and 
mainstream photojournalists’ assumptions. Michel Filho’s (Planel 2007) statement, 
for instance, advocates for the importance of denouncing the horror of violent 
episodes because this allows photographers to call on the society and authorities to 
tackle certain issues.  
Five out of the seven mainstream photojournalists I interviewed agreed that 
Planel’s film gave voice and face to them in a direct sense, as long as they were 
personally interviewed and, as such, they could speak their minds to a broader 
audience. Furthermore, mainstream photojournalists who participated in the 
documentary also took part in several debates organised by Planel, which were held 
in different universities and non-governmental organisations in Rio. During the 
interview, Wânia Corredo (2011) commented she herself participated in some 
meetings, where she could get to know people from different fields and thus 
exchange experiences and ideas. However, she particularly emphasised the moment 
in which mainstream photojournalists could meet with community photographers. 
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These two groups of photographers have documented the same areas of the city but 
from different perspectives (inside and/or outside). For her, the process of production 
of the film, plus the debates generated by it, enabled community and mainstream 
photographers to get to know and re-think misconceptions about each other. 
Moreover, it gave mainstream photojournalists the opportunity to meditate on 
themselves, their working practices, and the impact of the coverage of violent 
episodes on their daily lives. Similarly, Peixoto (2010) said the documentary showed 
the professional who works behind the camera in a humane light and changed the 
way people used to see photojournalists, especially the way community 
photographers used to see them. In Peixoto’s words:  
They’re friends of ours today. We have a lot of fun, catching up, going 
travelling together, but we should respect each other, because it’s very 
annoying... Does it mean that everything I do has no purpose, just because I 
work for an organisation? I have a political ideal. If I hadn’t I’d do a 
different kind of photography … I wouldn’t need to expose myself in any 
way … I’d be relaxed ... The photography, which is done by this small group 
of Rio’s photographers within the accumulation of the time turns into karmic 
burden. That’s too much hardship, too much pain. It’s cool when something 
happens to tell us that we’re in the right path ... We’re also well regarded by 
the people, and this gives us a very good spiritual rapport to keep moving on 
our own journey. (Peixoto 2010) 
The photojournalists I interviewed also believe their job inhibits something bad 
from happening just by being there; that is, they are preventing human rights 
violations in favelas. Here are two pictures of armed conflicts in Rio’s low-income 
suburbs, respectively, by Peixoto (2012) and Júnior (2012). 
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Photo 4.1 Photo by Domingos Peixoto  
 
 
Photo 4.2 Massacre by Wilton Júnior 
Mainstream photojournalists are very often criticised by favela residents and 
community photographers for covering armed confrontations in Rio’s low-income 
suburbs, especially because news workers enter the favelas with the police during 
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these episodes. Favela residents also argue that mainstream news workers only enter 
favelas when they are being insulted; therefore, the favelas are usually portrayed in 
an inaccurate and sensational light. In contrast, mainstream photojournalists say 
favela residents may not discriminate the differences between the photojournalists’  
roles and those of the police. Moreover, mainstream photojournalists argue that 
favela residents may not realise the importance of mainstream media in denouncing 
human rights’ violations and abuses in favelas. However, photojournalists argue that 
favela residents are the first ones to ask mainstream news workers for help in cases 
of police intervention in favelas and disputes between rival drug gangs.  
In this respect, Planel’s (2007) Lowering the Camera fostered the dialogue 
between community photographers and mainstream photojournalists by highlighting 
the working practices of mainstream photojournalists. The film presents inside 
stories told by mainstream photojournalists and displays how the practice of 
reporting on violence and crime ends up affecting these photographers personally. 
This humanisation of mainstream photojournalists by Planel had two important 
effects: it enabled the dialogue between community and mainstream photographers, 
who could begin to see each other in a different light; and it strengthened the 
dialogue between mainstream photojournalists and favela communities.  
The analysis of Planel’s documentaries, rushes, and my interviews, opposed 
the current discourse of detachment. Mainstream photographers’ interviews indicated 
they do their best to bring the human side to the story. Moreover, mainstream 
photojournalists are emotionally connected to their job, and so are they affected by 
the overwhelming events they cover. The interview analysis demonstrated that the 
newsroom culture is absorbed through daily routines, rather than imposed on 
mainstream photographers. Photojournalists are often trying to find ways of fitting 
the editorial line on one side, and publishing their own views in the newspaper on the 
other. The way photojournalists are trained on the job influences their practices and 
their views of reality; this includes their understanding of what makes a story 
newsworthy. The power relations that take place in the journalistic field, in this case, 
happen as a means of correct training, as Foucault suggests (1999). This 
microphysics of power does not just suppress and constrain, but also produces; that 
is, it creates news routines, and thus, knowledge about reality. In other words, the 
data indicated mainstream photojournalists learn about what counts as newsworthy 
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on the job over time. Through their daily routines and by observing experienced 
journalists and photojournalists, mainstream photographers absorb the editorial 
policy of the newspaper. In this context, talking about networks of power means 
talking about modes of doing and working: practices learned and absorbed on a daily 
basis by mainstream photojournalists. This set of practices and routines shapes and 
informs mainstream photojournalists’ products.  
Despite the fact mainstream photojournalists are immersed in newsroom 
culture and routines, the analysis of the data indicated that they have pursued long-
term personal projects as a means of contributing to society. Luis Alvarenga (2010) 
has used photography as a means of raising money to support the popular Brazilian 
folk tradition of Folia de Reis. Folia de Reis “involves a group of participants who, 
between Christmas and Epiphany, go on a journey asking for alms for social-
religious purposes. The tradition refers to musical ensembles comprising 
predominantly low-income rural workers from various regions of Brazil” (Tremura 
2004).  Furthermore, he has run a photo-club that attempts to use photography as a 
means of cultural expression in the low-income suburb of São Gonçalo, in Niterói. 
When interviewed, Alvarenga said:  
I teach photography in São Gonçalo... I’m the president of the Gonçalense 
Society of Photography which is a photo-club and founder of the Movement 
in Focus. I’m a cultural activist on behalf of photography as a means for 
cultural expression. I also do a job about Folia de Reis since 2005. This is an 
anthropological job which aims to keep this tradition alive. I document, 
print, display the photographs for the community, you know. I intend to 
publish a book about it next year. The purpose is to raise money for the 
Folia de Reis association. (Alvarenga 2010)  
Severino Silva (2010), through his personal project Cama de Pedra (Bed of 
Stone, available at http://www.severinosilvaphotos.com/cama-de-pedra/), has 
photographed homeless people as a means of connecting them with their family 
members. Furthermore, he has documented indigenous communities, religious 
expressions, and a myriad of images of the everyday life of Rio. Similar to Silva and 
Alvarenga other mainstream photojournalists have undertaken projects that try to 
encourage social development.  
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Photo 4.3 Bed of stone by Severino Silva 
Thus far, it has been demonstrated mainstream photojournalists follow a set of 
professional beliefs and routines that shape the way they see themselves as news 
photographers and their conceptions of what counts as newsworthy. It has also been 
shown the newsroom culture and the editorial policy are learned and absorbed on the 
job. This indicates that the institutional power is exerted over photographers through 
a daily process of learning how to become a mainstream photojournalist and how to 
produce news stories, rather than a top-bottom power that is exercised over news 
workers.  
Concurrently, this chapter has addressed the question of impartiality and the 
mirror theory. In looking at the way photojournalists see themselves and their roles 
as mainstream photojournalists, the discrepancy between journalism scholars and 
journalism practitioners emerged, indicating their attempts to grasp the ungraspable – 
that is, reality. The challenge of creating order where there is disorder and of making 
sense of social episodes and processes without forgetting the importance of reflecting 
on the best way to portray the people in a context of violence and crime has also been 
investigated.   
Changes facing journalism and photojournalism have led mainstream 
photojournalists to re-think their own identity and roles, while they strive to acquire 
technical skills in order to generate information for different digital platforms. This 
study’s main aim is to investigate and compare the identities, working practices, and 
discourses of mainstream photojournalists and community photographers so as to 
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determine how community and mainstream media can enrich each other. To fulfil 
this aim, the identities, discourses, and working routines of community 
photographers who undertake visual projects in Brazil’s favelas are analysed.  
4.3 COMMUNITY PHOTOGRAPHERS 
4.3.1 Community correspondents/ photographers 
This study understands community photographers as favela dwellers who have 
taken part in the agency-school Imagens do Povo, the Viva Favela portal, and/or 
have developed photographic projects in favelas. The use of the term here is 
somewhat broad, expanded to include a wide range of photographic initiatives that 
take place all over Rio de Janeiro. However, this PhD research focusses only on 
community photographers who work in an institutional context.   
We saw in Chapter 1 that Viva Favela portal was founded in 2001 by the NGO 
Viva Rio as a response to favela dwellers’ desire to have a magazine produced by the 
people, for the people, and with the people. The newsroom was formed by 15 favela 
residents from different low-income suburbs in Rio, plus professional journalists who 
selected and trained them to become what later became known as ‘community 
correspondents’ (Ramalho 2007, 15).   
The Viva Favela portal marked a new way of looking at and talking about the 
favelas because, for the first time, favela residents could tell their own stories, using 
their own language and codes. Viva Favela has attempted to present the favelas in a 
positive light, which contrasts with current discourses that, since the advent of the 
first Rio favela, Morro da Providência (Providential Hill), have regarded them as 
places of criminality, vagabondage, and social problems. Since its foundation, the 
initiative has inspired the creation of other projects, such as the agency-school 
Imagens do Povo, which was founded by Ripper in 2004. During an interview, 
Rodrigues Moura (2010), who has been a community photographer for Viva Favela 
since its inception, outlined his role in helping to achieve the project’s goals: 
In the beginning, I didn’t understand well what I was doing there; what my 
duty was ... Should I talk about violence … the informal market which 
doesn’t pay taxes … or should I give voice to the residents? I wasn’t sure 
what I had to do there. Within few weeks I realised my duty was to take the 
favela from the oblivion; to take the community from the oblivion … those 
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persons who have dedicated their lives on behalf of the community. (Moura 
2010) 
Moura’s statement highlights how the process of having to think about 
journalistic assignments led him to reflect on his community, neighbours, and 
everyday life. Other Viva Favela photographers who I interviewed, such as Walter 
Mesquita, Nando Dias, and Tony Barros, also commented that in the beginning it 
was difficult to look at their communities from a journalistic perspective because 
they were too familiar to them. They mentioned a process of having to perceive 
unfamiliarity in the familiar, by seeing their daily lives, neighbours, and community 
from a critical perspective.  
Interviewed in December 2010, Mayra Jucá (2010), who is the current 
coordinator of the project, commented the main aim of Viva Favela is not the 
production of content, but rather the consciousness raising of favela dwellers, who 
begin looking at themselves and their neighbourhoods critically. This process is 
followed by the realisation that they can have a voice by publishing their own stories 
on the website and other social networks. Once they become community 
correspondents, they also become the voice of their communities, which up to then 
had no visibility. This process strengthens the dialogue between favela residents and 
community correspondents because they begin exploring their neighbourhoods in the 
search for news and stories, and this leads them to get to know their neighbours by 
listening to their stories and complaints. Through this process of dialogue, favela 
dwellers start proposing assignments to community correspondents and 
photographers who become the voice of their own communities.  
The advent of community correspondents, and the generation of stories from 
the ‘inside’, represents the birth of the production of counter-information about 
favelas and their residents. In November 2010, I interviewed Nando Dias (2010), 
who became a community photographer for Viva Favela when the project was 
founded and later on worked as a mainstream photojournalist for the daily Jornal do 
Brasil. During the interview, he said: “The concept of Viva Favela is to show there 
are positive, good, things inside the favela in order to break down boundaries and to 
present that the favela is not what is shown by the mainstream media” (Dias 2010).  
The Viva Favela portal, and later on, the agency-school Imagens do Povo, were 
conceived with the idea of enabling favela dwellers to generate images and 
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representations of their own homes and themselves to provide Rio’s society and 
authorities with different perspectives with regard to the favelas and their residents. 
The agency-school Imagens do Povo, in particular, was conceived from the premise 
of a third-generation of human rights that contains a clear plea for the right to 
communicate, which is embedded in Article 19 of the Universal Declaration of 
Human Rights, as constantly advocated by its founder João Roberto Ripper. 
By analysing the stories told by Viva Favela’s community photographers and 
correspondents from the perspective of human rights, Lucas (2012) points out the 
great majority of stories have their main focus on presenting values of human 
integrity and dignity.  
Meaning, the team was not necessarily beginning with the idea that, “ok, 
here are the human rights standards, let’s circle the violations, and do some 
stories about all the problems in the communities.” To be sure, the 
photographers and the journalists do not shy away from violence in its 
various manifestations and many of their stories are based on the traditional 
strategy of denouncing violations. But these issues are balanced by stories 
that get at the heart of dignity and integrity, especially integrity, which 
means that everyone has a physical life, an intellectual life, a spiritual life, an 
emotional life, a life of the senses and an aesthetic life. (Lucas 2012, 13) 
This section has presented the main goals of two community-based 
organisations. The next section explores the way these projects operate and empower 
people within Brazil’s favelas, and how they influence the working practices of 
community correspondents and photographers.  
4.3.2 The Viva Favela portal and online newsroom 
By March 2010 (Mesquita 2010b), Viva Favela had grown into a collaborative 
web portal through which people from low-income suburbs across Brazil could be 
the protagonists of their own stories which, up to then, had rarely, if ever, been told 
by the mainstream media. The contents of the Viva Favela portal are created by its 
community correspondents – or correspondents 2.0, as Viva Favela calls them – from 
Brazil’s low-income suburbs. Some of them attended Viva Favela’s multimedia 
workshops, either in Viva Rio NGO settings or favela communities. The project 
Vamos fazer uma revista? (Let’s create a magazine?) was established at this time. 
Viva Favela chooses the topic and stipulates a deadline, and then holds a meeting to 
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discuss the news agendas of the next magazine in its online newsroom. Viva Favela 
has over 2300 potential correspondents subscribed on the portal, so the online 
newsroom was created to assist those subscribers to exchange experiences and to 
discuss the news assignments in reporting on favelas. The meeting starts at 5 pm on 
Mondays. Anyone can attend the meetings as long as they register on the website. 
Each edition (bimonthly) has a different invited editor who conducts a debate and 
decides which content will be published in the magazine. The first edition, Festa na 
Favela (Party in the Favela), had as its editor a renowned reporter of Globo 
Broadcast, Caco Barcellos. This is a noteworthy signal of the dialogic relationship 
between the Viva Favela portal and the mainstream media, although Barcellos is 
known for his interest in themes related to human rights, violence, criminality, and 
social justice.  
In addition to contributing to this bimonthly online magazine, community 
correspondents can upload their content to the Viva Favela website freely whenever 
they want. In this process, there is no official gatekeeper: no one decides what will 
be, or should be, published. The Viva Favela staff monitor its website content only to 
check whether it corresponds with Viva Favela’s editorial policy.  
In order to teach ordinary people how to write, photograph, record audio, edit, 
and upload their work on the Internet, the project Viva Favela conducts some 
multimedia production workshops at Viva Rio NGO settings. 
4.3.3 Viva Favela’s multimedia workshops 
The Viva Favela multimedia workshops, which are uniform top-down training 
programs, aspire to give participants the skills to become active media producers. 
These programs have resulted in the creation of short movies, photographs, podcasts, 
and written texts by favela dwellers from across Rio’s low-income suburbs. Some 
recurring themes include favela culture, fashion, garbage, police intervention in the 
favela, and social issues. Afterwards, the workshops’ participants upload their own 
content on the Viva Favela portal for publishing.  
Besides these workshops that have taken place at NGO Viva Rio settings, 
Mesquita, who is a photography and audiovisual editor of the portal, very often acts 
as a mediator between favela residents and the NGO by conducting bottom-up 
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workshops in different favela communities. This aims to sustain ongoing 
conversation between favela residents and this community-based organisation.  
During my fieldwork in Rio’s favelas, I realised that social interaction and self-
empowerment are the motto of Viva Favela and independent projects in favelas. I 
could observe that all of the steps of the activity are discussed with the community. 
During a one-day workshop, participants reflected on their own reality and 
difficulties facing them, as well as the community’s expectations for the future.   
In November 2010, I accompanied Mesquita in Cidade de Deus when he acted 
as a liaison between a group from the NGO Diaconia and Tony Barros, who is a 
community photographer for Viva Favela in Cidade de Deus. The aim of this 
encounter was to carry out stop-motion film and graffiti workshops involving 
children from Cidade de Deus.  
Since Tony Barros became a community correspondent for Viva Favela in 
2001, he has attempted to build a positive idea of his community by shooting fashion 
models there. The favela called Cidade de Deus became internationally famous with 
the appearance of the movie City of God, which narrates the history of this favela 
through the lens of drug trafficking, violence, and criminality.  
Barros commented that, in the beginning, the models resisted the idea of being 
photographed in Cidade de Deus due to the negative portrayal of the favela. The 
women believed it was an awful place to live and be photographed and, as such, they 
should be photographed in the southern area of the city, which, in contrast, is 
regarded as civilised and beautiful. After Barros carried out his job, the models were 
enthusiastic about the results. Barros’s photographs have been published in some 
European magazines and several Brazilian mainstream newspapers. According to 
Barros, his great achievement was taking part in Paris Fashion Week with three of 
his models in 2004. Since 2010, the City Council of Cidade de Deus allowed him to 
develop his photographic agency, Lens of Dreams, at a previously abandoned 
building.  
That day, Diaconia’s group and Barros shared experiences with each other, 
explaining the difficulties that they face in carrying out their projects in low-income 
suburbs in Rio de Janeiro and Recife. In the afternoon, Barros, Mesquita, and 
Diaconia’s group improvised a stop-motion workshop with children from Cidade de 
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Deus and a collaborative creation of graffiti on the wall of Barros’s photographic 
studio. Mesquita acted only as a liaison person. The activities were conducted by 
José Cleinton Severino Lima and Carlos Alberto de Lima from Diaconia in 
partnership with Sidney Silva and Tony Barros from Cidade de Deus. Mesquita was 
photographing their activities: a stop-motion workshop and graffiti production.  
It was not difficult to realise that this kind of activity aims much more to 
engage in dialogue with the communities than to give participants the skills to 
become active media producers. Improvisation, creativity, and strong dialogue with 
favela residents are the motto of this kind of initiative. It is the first step of a process 
of social interaction with the community; the final aim is to have access to the favela 
in order to undertake further collaborative projects. As these initiatives are carried 
out without any funding, participants rely on residents’ support to make their 
activities possible. Workshops are done in partnership with favela dwellers in a very 
informal way. Following this principle, engaging in conversations and debates with 
the communities means not only having access to the favelas, but also understanding 
what communities demand and which kind of activity their members are enthusiastic 
about. Thus, the intention is to go into a certain favela without knowing what they 
will do or who will take part.  
In contrast, the top-down training workshop, which occurs at Viva Rio settings, 
follows a completely different logic. During the interview in December 2010, Mayra 
Jucá (2010), who is the current coordinator of the project Viva Favela, commented 
there are some activities supervised by Mesquita that are a mixture of Mesquita’s 
independent projects and Viva Favela’s initiatives. This workshop in Cidade de 
Deus, for instance, is much closer to the independent Curta Favela (Favela Shorts), 
which will be further investigated in Section 4.5.1.  
Viva Favela’s top-down multimedia workshops were interrupted in 2010 
because the project was mainly focussed on an online newsroom and the creation of 
a bimonthly collaborative online magazine (Let’s create a magazine?). However, the 
activities were restarted in November 2011 with the main focus on the concept of 
citizens’ journalism (Jucá 2012). According to Viktor Chagas (2012), who is the 
editorial coordinator of the project, the workshops are divided into seven different 
modules:  
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The training programme for community correspondents for the project Viva 
Favela encompasses seven modules. One of these includes 18 introductory 
classes, and the others are divided in six classes each, which are independent 
and interchangeable. The Viva Favela workshops attempt to enable its 
students to become active local communicators, adding to the role of 
mainstream media organisations. Once the introductory training is 
accomplished, students are supposed to be able to apply the knowledge they 
have gained into the reality of their own communities. If the students are 
interested in becoming specialised in a certain media platform, Viva Favela 
also offers six advanced modules, as follow: text, hypertext and social 
media, photography, audio, video, and the construction of sites. (Chagas 
2012) 
The design of Viva Favela workshops is reflective of the dialogical relationship 
between this community-based project and mainstream media in that it enables its 
students to contribute to the mainstream media production. Since its foundation, Viva 
Favela has built a dialogue with mainstream media organisations to provide them 
with stories that portray the favelas and their inhabitants in a positive light. 
Furthermore, Viva Favela has functioned as a bridge between mainstream news 
workers and favela residents who have also become sources of information for 
mainstream news workers.  
Given Imagens do Povo has become a model of documentary photography in 
Rio de Janeiro, understanding the methodology adopted by School of Popular 
Photographers helps to illuminate how the philosophy of Imagens do Povo shapes 
community photographers’ endeavours. This is particularly important due to the 
engagement of community correspondents for Viva Favela in the school, which ends 
up mixing these two community-based initiatives with one another.  
4.3.4 The agency-school, Imagens do Povo  
The agency-school Imagens do Povo was set up by João Roberto Ripper in 
May 2004, supported by the NGO Observatório de Favelas in Complexo da Maré. It 
encompasses both the School of Popular Photographers and a photographic agency 
that includes an image database. According to Gastaldoni (2009, 22), Imagens do 
Povo is the third phase of Ripper’s trilogy: Imagens da Terra (Earth Images), 
Imagens Humanas (Human Images, available at 
http://imagenshumanas.photoshelter.com/), and Imagens do Povo. According to 
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Sader (2009, 11), “Ripper is a Brazilian, a humanist. His work is the best 
photographic heritage of the real Brazil. But part of his work lies in his capacity to 
portray the struggles of Brazil’s popular movements”. For a Brazilian photographer 
Antonio Augusto Fontes (Gastaldoni 2009, 16), Ripper could be considered part of 
an American photography tradition called ‘concerned photography’. This term was 
coined by a Hungarian American photographer Cornell Capa “to describe an 
emotional engagement with his subjects that often burred the border of journalistic 
objectivity” ("Cornell Capa: 90  2008). This is to say that any attempt at 
understanding the agency-school Imagens do Povo without investigating Ripper’s 
philosophy and working life would be insufficient, and therefore, Ripper’s history is 
addressed below.  
Ripper began working as a photojournalist at the Luta Democrática newspaper 
at the age of 19, in 1974. He worked for many years in the mainstream press on 
different traditional newspapers – the Diário de Notícias, the Rio de Janeiro’s branch 
of the O Estado de São Paulo, the Última Hora, the Hora do Povo, and the O Globo. 
However, his strong political convictions and feeling of incompatibility with the 
practices and ideology of the mainstream photojournalism, which he considered to be 
‘against the poor’ (Gastaldoni 2009, 16), pushed him away from it. Before migrating 
to independent photo agencies, Ripper played an important role in the struggle for 
authorial rights in newspapers because until then, pictures were not fully and 
correctly referenced. Afterwards, he broke with the mainstream press and moved to 
F4, which was the most renowned independent photography agency in Brazil at that 
time. 
 Working at F4, Ripper developed greater authorial integrity in his 
photographic projects. Interviewed by Gastaldoni (2009, 22), who is the pedagogical 
coordinator of the School of Popular Photographers, Ripper said his experience at F4 
gave him the freedom to experiment and add an experience to Brazilian documentary 
photography because he became his own editor. As Ripper wanted to use 
photography on behalf of human rights, he then left F4 to create his own agency 
Imagens da Terra (Earth Images). Imagens da Terra is the first phase of Ripper’s 
trilogy: Imagens da Terra (Earth Images), Imagens Humanas (Human Images) and 
Imagens do Povo (Images of the People).  
166  
At that stage, from 1991 to 1999, Ripper photographed Indian communities, 
slave labour in forsaken areas of Brazil, and the peasants’ associations. This first 
phase was followed by the second one called Imagens Humanas (Human Images), 
which is Ripper’s personal project. Afterwards, Ripper was invited by Observatório 
de Favelas to photograph Maré’s Complex, which includes 17 different favelas,  
from a different perspective, not through the lens of violence and drug trafficking. 
Within this process, Ripper met photographers from these communities who were 
starting out their journeys as photographers. Some of them had attended photography 
courses at Ceasm – the Maré Centre for Studies and Solidarity Action – and intended 
to keep studying photography. Ripper therefore realised that if Maré’s photographers 
documented their own reality, the result of it would be richer than his own 
perspective about the favela. Thus, Ripper suggested to the NGO Observatório de 
Favelas to set up the agency-school Imagens do Povo, which would include a 
photographic agency, an image database, and the School of Popular Photographers. 
Having his idea supported by the NGO, the agency-school Imagens do Povo was 
founded in May 2004. In Gastaldoni’s words, Imagens do Povo is  
based on the presupposition that these young and talented photographers are the 
ideal agents to document the history of their own communities by using an 
endogenous look capable of showing the slum beyond the stigmatizing vision 
conveyed by the large press, which almost always associates these communities 
with violence and drug traffic. (Gastaldoni 2009, 16) 
Afterwards, favela dwellers who took part in the school started to be called 
‘community photographers’ (fotógrafos populares). 
The first time I went to Imagens do Povo, I noted that the front gate of the 
NGO Observatório de Favelas was always closed. I needed to identify myself before 
I could enter it. This process made me think about the interaction between the NGO 
and the community because the gate functioned as a barrier. Wondering about it, I 
questioned photographers whether the residents entered the agency-school Imagens 
do Povo in order to attend its exhibitions, courses, and workshops. They were 
unanimous in saying that hardly anyone passing by it crossed the gate to discover 
what was going on inside. In February 2012, I went to Imagens do Povo again, but 
this time the gate was open. In an informal conversation with the photographer Ratão 
Diniz, he commented that at Imagens do Povo everything is decided in a consensual 
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manner, and as such, in one of Imagens do Povo’s meetings, they reached an 
agreement that the gate should be kept open in order to attract the community into it. 
I narrated this anecdote only to mention two characteristics of the agency-school: (1) 
some institutional decisions, excluding management decisions, are made in an 
informal and democratic manner, involving staff and students (see Section 4.7); (2) 
the project keeps seeking ways to attract favela dwellers to its activities.  
4.3.5 The School of Popular Photographers 
The School of Popular Photographers is a critical school of photography that 
stems from Paulo Freire’s (1997, 19) notion of conscientização, which speaks of the 
awakening of a critical consciousness. Classes, though, are not just theoretical; 
students are encouraged to create a photo essay, an installation, or even a short 
documentary at the end of the course. Students are stimulated to apply the knowledge 
they have accumulated during the classes. Interviewed by Planel (2009a), Kita 
Pedroza, a former coordinator of the project, pointed out the characteristics of the 
school. She demonstrated that the school focusses on favela dwellers, but the place of 
living is not a barrier. People are invited to attend the course as listeners (for people 
who live outside the favela). There is one class per year, but its periodicity relies on 
external financial support. The school contributes to knowledge of photography, 
which is more than technical knowledge. It also builds an interchange between 
mainstream professionals and people who have graduated from the project, and 
facilitates the relationship between the mainstream media and the favelas.  
In the year of its foundation, 22 students aged between 18 and 40, graduated 
from the school. All of the students were favela residents from Complexo da Maré. 
During the four months, they attended daily classes for 320 hours in total. At that 
time, the course was coordinated by Ripper and Ricardo Funari, who taught students 
photographic documentation, editing, digitalisation, and digital storage. The project 
was financially supported by FURNAS Central Elétrica (Electrical Centre 
FURNAS).  
Supported by UNICEF in 2006, the course could evolve to be 540 hours long 
and undergraduate students from not only other favelas, but also from Niterói14 and 
                                                
 
14 Niterói is a city in the state of Rio de Janeiro. 
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Baixada Fluminense15, began to take part in the school. The project also purchased 
professional digital cameras and computers that enabled its students to edit their 
images. Joana Mazza, who has been the coordinator of the project Imagens do Povo 
since October 2010, commented that Imagens do Povo is not confined by Complexo 
da Maré’s boundaries; it is based in Maré, but its initiatives are expanded to people 
from other favelas and suburbs. The 2012 class, for instance, embraced 69 students 
and 10 listeners who are from different suburbs of Rio (Mazza 2002). Likewise, the 
project Viva Favela, which is physically located in the southern area of Rio de 
Janeiro, has approximately 2300 potential community correspondents from all 
corners of Brazil and overseas who have subscribed on the portal (Lucas 2012, 23). 
Since 2006, the photojournalism courses at the agency-school Imagens do 
Povo guarantee diplomas from the Fluminense Federal University due to its level of 
excellence (Gastaldoni 2009, 16). The Imagens do Povo website states that by 2006 
the curriculum included three different modules: Photographic language, Applied 
computing for photography, and Documentary photography and authorial 
perspective. In 2009, it added the study of new technologies for digital photography 
and an introduction to human rights, critical analysis of the mainstream media, and 
the theory of social representations.  
The programme of classes provides access to discuss themes which include 
the question of the construction of the perspective and the application of the 
photographic language as a way of perception and ideological expression of 
concepts till the analysis of endeavours which founded notions of 
documentary photography and photojournalism as an ethical dimension that 
impose itself on the contemporary photographic production. ("Escola de 
fotógrafos populares"  2008) 
Ripper commented that the School of Popular Photographers has been 
presented as a new way of doing photography in favelas. From Ripper’s perspective, 
photography can be conceived from three different parameters. The first is a result of 
the mixture of the photographer’s personality with the professional beliefs of the 
media organisation. The second, which was explained to Planel during the 
production of his film Living on the other side, combines the personality of an 
                                                
 
15 Baixada Fluminense is part of Rio de Janeiro’s greater metropolitan area. However, its government 
is separate to that of Rio. 
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outsider (who goes into a certain community attempting to capture its identity) with 
that of the community. The third parameter combines the personality of the insider 
(community photographer) with that of the community, which ends up yielding 
benefits to the groups that were documented.  
The analysis of Planel’s rushes indicates the close relationship between 
community photographers and their communities. They often mention their ongoing 
and emotional commitment to their neighbours. These photographers often plan to 
‘return’ because they believe it yields benefits for the residents (Planel 2009b, 
2009a). Photographing within this context means to interact with the people, to be 
open to learn from them, and to discover what is worth documenting through the 
process of intense dialogue with favela residents. Furthermore, as favelas have a long 
history of being negatively portrayed, photographing favelas from inside means to 
recognise positive values, such as solidarity, integrity, and dignity as a means of 
resisting the long-lasting stigmatisation of Rio’s low-income suburbs. Through the 
production of beautiful images, community photographers have strived to re-signify 
their surroundings and themselves by providing authorities and the society with 
images of beauty, dignity, and integrity.  
Similarly, Newhall (1982) understands documentary photography as a means, 
not an end. Therefore, the process – the journey – is more important than the 
endpoint – the photograph. There are several studies and viewpoints regarding the 
concept of documentary; however, the understanding of documentation as a means 
contributes to illuminating the way community photographers see themselves and 
their role as photographers in covering the everyday life of Brazil’s favelas. This 
understanding of documentary photography is important, in this case, because it is 
concerned with the dialogical interaction between the photographer and his/her 
subject(s). Photography here is conceived as a mutual agreement between the 
photographer, who is eager to capture the ‘instant moment’, and the subject, who has 
to show willingness to be photographed. It is a dialogical interaction that takes place 
over time.  
Community photographers often mention the importance of engaging in 
conversation with favela residents as a means of discovering the ‘other’, themselves, 
and their surroundings through an intense dialogue with their neighbours. Here, 
again, photography emerges as a tool for human interaction, and so are the 
170  
photographs. Instead of being the endpoint, photographs function to reinvigorate the 
dialogue between photographers and subject(s); photographers and themselves; and 
community and mainstream photographers.  
I attended one class at the School of Popular Photographers in November 2010. 
It was interesting to observe that participants were encouraged to speak their minds, 
to confront different perspectives, to re-think their own viewpoints, and to search for 
new ways of thinking. Fábio Caffé, who graduated from the school and now teaches 
photography there, stated: “The pedagogical practices of the School of Popular 
Photographers stem a lot from Paulo Freire’s thoughts. Ripper is consistent with 
what he says and does, so is he a reference for students from this school” (Caffé 
2010, 31).  
Walter Mesquita, who also graduated from the school, commented: “Imagens 
do Povo educates not only the favela dweller, it educates both sides. The guy who is 
there teaching is being taught as well” (Mesquita 2010a). This follows Freire’s 
argument, which says: “The teacher is no longer merely the-one-who-teaches, but 
one who is himself taught in dialogue with the students, who in turn while being 
taught also teach. They become jointly responsible for a process in which all grow” 
(Freire 2000, 61).  
During the interview, Mesquita (2010a) commented  whereas he had taken part 
in community radio and cultural activities in Queimados16, the way he perceived 
himself and his community only changed when he became a community 
photographer for Viva Favela and became engaged in the project Imagens do Povo: 
We learn to look at our surroundings, ourselves, critically at Viva Favela and 
Imagens do Povo. You begin to perceive things from a different perspective 
indeed. I have a feeling I lived there but I used to see nothing; living without 
seeing. Eventually, I had my eyes opened … (Mesquita 2010a) 
During my fieldwork in Rio’s favelas, and also while analysing Planel’s rushes 
and interviews, I listened to similar phrases so many times: I used to see nothing; I 
lived without seeing. This has become a kind of motto for community photographers 
though Valdean presented a critical view towards the school.  
                                                
 
16Queimados is a municipality in the state of Rio de Janeiro.   
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Meditating on how the school influenced his photographs, Valdean (2010) said 
that in the beginning the proposal of the school, which advocates for the creation of 
images that oppose those of the mainstream media, imposed itself at once as a 
constraint and a fantastic possibility. While he realised the importance of shifting the 
focus from violence and criminality to positive images of the everyday life of his 
community, he felt the burden of having to produce counter-information that could 
narrow his attempts at generating artistic photo-essays, which goes beyond the 
themes proposed by the school. As Valdean put it:  
We, favela dwellers, the poor, we’re impaired by our submersion in a difficult 
question which is … for example, if I decided to do things from the counter-
information perspective, man, I wouldn’t have time to do anything else. I believe 
we should create without abandoning the political questions. (Valdean 2010) 
Similar to Valdean, Diniz (2010)  also commented that community 
photographers have pursue producing photo-essays that go beyond the production of 
counter-information. That suggests that Imagens do Povo which initiated with an 
idea of providing favela dwellers with the skills to become community photographers 
and then generate alternative views of the favelas, has expanded its production to 
embrace representations that add to those from the mainstream media. This blurs the 
line between community photographers and mainstream photojournalists as these 
two groups of photographers have built an archive of the development of favela 
communities in Rio de Janeiro.  
In comparing the practices of the School of Popular Photographers with those 
of different photographic courses, AF Rodrigues, whom I interviewed, said: 
The course at Imagens do Povo differentiates from others and the great majority of 
them because it does not pose just the technical question, it goes beyond. There is a 
discussion of what counts as human, a worldview, a view of society, whatever. 
Which model of society we wish for. There is the question about how to see the 
world and how to intervene into this world. (Rodrigues 2010) 
Rodrigues’s speech supports Mesquita’s viewpoint, which states the projects 
Imagens do Povo and Viva Favela enable favela residents to think about their 
surroundings critically, leading to consciousness-raising.  
AF Rodrigues also commented that he learned from the course to meditate on 
photography in order to yield benefits for the photographed – to reflect on the shoot 
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before taking the photograph. He also commented on the importance of engaging in 
conversations as much as possible with the persons prior the act of photographing. 
“The act of chatting is as important as the act of photographing” (Rodrigues 2010).  
AF Rodrigues posited the interaction with renowned photographers such as 
Ripper, Gastaldoni, Ricardo Funari, and many others have shaped his way of 
reflecting on reality, favelas, and himself. In informal conversation via email, Mazza 
(2002) indicated the names of national and international photographers and curators 
who already visited and gave seminars at Imagens do Povo. The photographers were 
Milton Gurand, André Cypriano, Marc Riboud, Martine Frank, Gary Knight, Balazs 
Gardi, Charif Benhelima, Andrej Balco, and Giorgio Palmera. The curators were 
Fernando Castro, Alejandro Montes de Oca, Elda Harrigton, Silvia Mandialardi, 
Francine Derroudille, Agnès de Gouvion Saint-Cyr, and Melissa Harris.  
In having an informal conversation with Ripper in March 2012, he commented 
on the main challenges facing the project today. As the Table 4.1 illustrates, Ripper 
stated that the School of Popular Photographers has pursued providing students with 
an education of excellence, which is the school’s primary aim. This stage is followed 
by another challenge, which is to prepare community photographers to enter the 
labour market. This can be divided in three categories: (1) formal marketplace; (2) 
alternative marketplace; and (3) fine arts marketplace.  
Table 4.1Challenges facing the agency-school Imagens do Povo 
 Photographic agency Formal marketplace 
Community 
photographers  
 
The School of Popular 
Photographers  
Education of excellence 
Alternative marketplace 
 Image database Fine arts marketplace 
 
The school has attempted to train community photographers at a level of 
excellence in order to provide them with the skills to enter any of these marketplaces. 
Through its photographic agency and image database, Imagens do Povo has 
functioned as a hub among these three labour markets by offering their services and 
displaying their photographs. However, Ripper commented whereas community 
photographers have produced high quality images, they face difficulties in entering 
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the formal marketplace, for instance. In addition, the mainstream photojournalism 
industry is over-saturated with practitioners, thus, community photographers have 
been led to seek alternative ways to present their endeavours and be paid for their 
work. Regarding the fine arts marketplace, Ripper said if community photographers 
intended to enter this international market, they would need to acquire other skills, 
such as learning English, for example, in order to be able to negotiate their products 
and present their endeavours.  
Thus far, we have seen both of the community-based initiatives have attempted 
to enable favela dwellers to become active media producers who are able to reflect 
critically on themselves and their own reality. However, this process of acquiring 
new skills while reflecting on reality through the lens of the philosophy of these two 
community-based projects ends up shaping community correspondents’ worldviews 
and, as such, their products. Similar to mainstream photojournalists who learn on the 
job about what counts as newsworthy, community photographers learn about how to 
produce inside stories through classes, workshops, and debates held at these two non-
governmental organisations. These two organisations also have their own editorial 
policies, which the community photographers must adhere to.  
A good example to understand how the institutional framework of Viva Favela 
influences community photographers’ worldviews is given by Walter Mesquita 
(2010a). He became a community photographer for Viva Favela when the project 
was founded. Later on, he was invited to be part of its staff. Nowadays, he is the 
photography and audiovisual editor of the Viva Favela portal. When interviewed by 
me in November 2010, Mesquita commented that before he became a community 
photographer for Viva Favela, he dreamt about becoming a mainstream 
photojournalist some day. However, when he became familiar with this alternative 
project and its principles of telling stories from inside the favelas, he changed his 
mind completely. In his words:  
I got to know Viva Favela … its proposal was very interesting … to 
photograph the community from our own perspective, and as such to 
strengthen the self-esteem of the community. Then, I began to understand 
the role of the media and that dream which I had of working for the 
mainstream press … Man, that’s not what I want to do. I can’t serve a cause 
which I don’t believe, so I changed my mind and began to detest, hate, the 
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mainstream media. From that moment on, I began doing a job to de-
construct the image which the media had built inside the community. 
Afterwards, I discovered that not everyone was as bad as I thought; there are 
nice people in the media as well. (Mesquita 2010a) 
Mesquita’s words show how these alternative projects can shape community 
photographers’ views about the mainstream media. In the end, Mesquita said he 
discovered that the mainstream press is not as bad as he thought – he realised that 
there were nice people there as well. This realisation happened when he met 
Guillermo Planel, who fostered the dialogue between community photographers and 
mainstream photojournalists. The relationship with Planel resulted in the production 
of Planel’s film Vivendo um Outro Olhar (Living on the other side).  
Only two out of the nine interviewed community photographers from Imagens 
do Povo and Viva Favela commented the philosophy and ideology of these projects 
could narrow their possibilities for expressing their own ideas through their images, 
and could shape their photographs. One was Valdean, mentioned elsewhere. Another 
was Mesquita. During the interview, he commented he could not produce reportage 
against UPPs (Unidades de Polícia Pacificadora – Pacifying Police Units), for 
instance, due to the support given by the NGO Viva Rio to this governmental 
program. He said:  
The Viva Favela is together with the state; the federal government. It’s Lula 
till the end, so the Viva Favela has certain independence, but not a lot. I 
wanna go against UPPs, but I can’t fight against it because my coordinator 
doesn’t allow me to do it. But is the UPP good for whom? For what? Enter 
the favela to check this out ... we know ... there’s a lot of situations which we 
can’t go against, we have to use subtlety. (Mesquita 2010a) 
Yet, in spite of this, the school of Popular Photographers and Viva Favela have 
played an important role in encouraging favela residents to look at their environment 
by searching for the unfamiliar in the familiar. This process of looking at the familiar 
with critical eyes has helped them to rediscover their neighbourhoods, enabling them 
to question current representations about the favelas and their residents, while they 
ponder what kind of society they would like to live in. It is necessary now to 
investigate how community photographers’ views and products differ from those of 
mainstream photojournalists, and community photographers’ expectations with 
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regard to the impact of their photographic endeavours. Community and mainstream 
photographers’ different understanding of violence is a significant aspect of the 
differences between these two groups, as community photographers have a strong 
concern for beauty, while mainstream photojournalists mainly focus on denouncing 
wrongdoings inside the favelas. However, the fact that community photographers 
portray the favelas in a positive light as much as favela dwellers in a context of 
dignity does not mean a denial concerning human rights violations that take place in 
their communities. Thus, the way community photographers understand violence 
facing people within favelas and the photographers’ pursuit of establishing 
alternative news values are explored. 
4.4 FAVELAS IN A POSITIVE LIGHT  
Viva Favela and Imagens do Povo are attempting to change mainstream ideas 
about favelas and their inhabitants by shifting the focus from poverty, shortages, 
violence, and criminality to images of the ordinary life, which includes the myriad of 
daily events that occur in the favelas. The photographers from Viva Favela and 
Imagens do Povo that I interviewed between November 2010 and January 2011 
mentioned that they aim to present the word ‘favela’ positively so that the low-
income suburbs can be associated with more than negative characteristics and events. 
By generating images that portray an inside view of the favelas, community 
photographers have attempted to provide Rio’s society and authorities with 
alternative ways of thinking about the favelas and their residents as a strategy for 
influencing the process of policy-making. In documenting favelas in a positive light, 
community photographers reveal the way people living in the poor districts see 
themselves as much as  photographers see their neighbourhoods.  
During the interview in November 2010, Valdean (2010) commented that 
maybe their main role might be to question current discourses of the favelas and their 
residents so as to question these representations. He also argued that the ‘everyday’ 
is regarded as vulgar; therefore, the common person who has ‘vulgar’ speech has 
also no voice. Opposing this assumption, Valdean has strived to humanise the 
common person by documenting the daily routines of favela residents.  
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Similarly, AF Rodrigues posited the importance of questioning current 
representations of favelas and their residents by becoming engaged in alternative 
practices that end up fostering the debate about certain issues outside the favelas.   
As long as my photography contributes to raising questions outside the 
favelas, inside universities, it is worthwhile. There is a need to have persons 
to do a job from a different viewpoint … to take part in these projects … in 
different spaces … formal and informal; to take part in this fight … this 
struggle. If no one presents this, no one else will, you know. (Rodrigues 
2010) 
Valdean also commented on discursive struggles that he has come through due 
to the negative portrayal of the favelas. In teaching children at a public school in 
Maré, Valdean said that once they did an activity to guess how the students see 
themselves (self-image) and their neighbourhoods (collective image). In the end, 
Valdean (2010) and other teachers from the school found that the students very often 
create a positive image about themselves; however, when they build the image of 
their neighbourhoods, in this case, Complexo da Maré (Maré’s Complex), the picture 
is negative. Valdean said:  
the portrayal of favelas … they are always portrayed from the negative, including 
the solutions. I mean, in terms of government … so are they depicted from a 
negative point of view … from what lacks and not from what counts as beauty. 
You speak of the positive doesn’t mean to deny the negative, you know. (Valdean 
2010) 
The words of Valdean reflect community photographers’ attempts at 
establishing novel ways of looking at and talking about the favelas. If we consider 
Valladares (2005) and Zaluar and Alvito’s (2006) argument that the favelas, since 
their origins, have been regarded as places of ‘social hell’ and ‘disease’, the 
appearance of these community photographers indeed represents a shift of perception 
about the favelas and their residents. In their attempt to use photography as a way of 
awakening society and favela communities to look at favelas and their inhabitants in 
a different way, the community photographers who were interviewed by Planel, and 
later, by me, argued that since they began photographing, their perspectives about 
themselves and their neighbourhoods were modified.  
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By documenting the favelas in a positive light, community photographers have 
come through a process of rediscovering their neighbourhoods. Furthermore, through 
the interaction with the people and the sharing of the images, photographers have 
provided their communities with the possibility of seeing themselves portrayed from 
an ‘inside’ perspective. This has fostered the dialogue between photographers and 
their neighbours. AF Rodrigues (2010) explained how his photographic practices, 
which happen through an intense dialogue with his neighbours, have enabled them to 
look at themselves in a different light, strengthening their self-esteem.  
The woman has always been insulted. What she sees on TV is a paradigm of 
beauty absolutely distorted, surreal, so she doesn’t want to be photographed 
because she doesn’t understand that there is beauty beyond the traditional 
paradigm, and so she doesn’t believe she is beautiful as well … in her act of 
working, studying, fighting to achieve things in life. However, when you 
begin shooting and then you present the photographs to her, she starts 
realising your proposal and valuing things that she didn’t value before. 
(Rodrigues 2010) 
Ratão Diniz17 (Planel 2009a), for instance, when interviewed by Planel, 
commented that he attempted to capture smiles, emotional expressions, and joy in 
one of his photo essays called Explosões de Alegria (Blast of Joy). 
   
Photo 4.4 Joy by Ratão Diniz 
Diniz said that there was ongoing debate about how community photographers 
can use photography on behalf of favela communities at the agency-school Imagens 
do Povo. He mentioned that once a person from his community asked him to 
                                                
 
17 Ratão Diniz’s photostream is available at: http://www.flickr.com/photos/rataodiniz /  
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photograph a violent event because the photographs could be used as evidence in 
trials. The founder of the project, João Roberto Ripper, when interviewed by 
Gastaldoni, also talked about community photographers’ pursuit for beauty.  
The appearance of these popular photographers, with images that convey 
beauty and a powerful plasticity, is at the same time the discovery of how 
important it is to awaken society to this phenomenon. I begin to understand 
that the process of exclusion involves excluding beauty. When I am asked if 
I do ‘aesthetics of social misery’, I realize that this question actually contains 
an enormous load of discrimination because aesthetics can only be 
conceived as synonymous with beauty if it comes from the middle class or 
the dominant class. It is unacceptable that beauty can exist in a non-
privileged class. It is unacceptable because such values are simply denied. 
(Gastaldoni 2009, 25) 
Ripper’s argument recollects the traditional debate about the relationship 
between aesthetics and politics that first took place between the 1930s and the 1950s, 
and then, between the 1970s and the 1980s. In the mid-1970s and 1980s, an intense 
documentary debate occurred encompassing topics such as the relationship between 
aesthetics and politics, on one side, and a more philosophical debate about the 
Cartesian distinction between object and subject, on the other. A key proponent of 
the 1930s debate was Benjamin (1934/ 1970), who stated that photography is only 
embodied with revolutionary use-value when it is torn away from fashionable 
clichés. Based on Brecht’s concept of ‘functional transformation’, Benjamin (1934/ 
1970) argued that the revolutionary is only possible when the apparatus is recreated 
in the direction of socialism, rather than to transmit the apparatus that already exists 
adding ‘revolutionary’ themes. Benjamin’s (1934/ 1970) opposed the ‘new 
objectivity’ movement and its treatment of  misery as an object of pleasure, which he 
viewed as a tragic example of an appropriation of new themes using the old 
bourgeois apparatus. He argued that fashionable photography and literature of the 
time turned misery into an article of consumption, thus transposing revolutionary 
aims into objects of distraction and amusement (Benjamin 1934/ 1970, 92). 
The relevance of this discussion to this study is to recognise that beauty is 
thought by community photographers as aesthetics as much as politics. The projects 
Imagens do Povo and Viva Favela, since they approach human rights from an 
affirmative perspective, understand beauty as a means of changing people’s 
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conceptions about the favelas and their residents, and thus diminishing the divisions 
between people living inside and outside the favelas. When having an informal 
conversation with Ripper in March 2012, he again emphasised the importance of 
discussing beauty with participants of the School of Popular Photographers. Thinking 
about beauty is not just to meditate upon aesthetics, rather is to re-think the way one 
looks at one’s world. The practice of looking at favelas from a positive perspective is 
an exercise in abandoning conceptions about the favelas and their residents that have 
been built throughout the history of Rio de Janeiro’s favelas for more than a century. 
It is a process of re-thinking favela dwellers’ homes and themselves; a process of re-
signification and still more important is the recognition of the existence of positive 
values within people living in favelas.  
Ripper also explained that beauty is intimately connected to dreams. If 
someone believes one’s community is a place where residents end up involved in 
criminal activities, this person will not be able to dream about a different fate, and so 
keep struggling to change the reality. To shift from the negative into the positive 
means to enable people to change their expectations and attitudes towards their lives 
and future.  
In the Foco Coletivo (Collective Focus) Forum (Planel 2009b), Francisco 
Valdean18 commented that because he was an image database manager of Imagens 
do Povo, his job provided the opportunity for him to look at photographs from all of 
the organisation’s community photographers. In his words: “What we have most is 
documentation about violence, but from the other perspective that is not the one 
which we are used to seeing”. He gave an example of a community political act 
against the drug trafficking and violence that was taking place in Vila do João 
(Maré’s Complex). This protest march assembled around 700 people, but only a few 
mainstream journalists went to Maré to cover this. A day later, six drug dealers 
kidnapped and burned a bus and it was displayed nationally. According to Valdean: 
Seven hundred dwellers mobilised themselves to talk about violence and there was 
no reverberation. But, you have six criminals and it rebounds nationally. So, this 
kind of documentation about the criminals, for example, we don’t do. But we cover 
the street parade of 700. (Planel 2009b)  
                                                
 
18 Francisco Valdean’s photostream is available at: 
http://www.flickr.com/photos/70629803@N00/page5/  
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Valdean’s explanation brings to light a discussion about the traditional news 
values in comparison with the news values that community photographers are trying 
to create. In this mainstream photojournalism case, the burnt bus is analysed in 
connection to impact, conflict, and consequence. Writing from the perspective of a 
journalist practitioner, MacShane (1979, 46) subdivides newsworthy events into five 
different categories: conflict, hardship and danger to the community, unusualness 
(oddity, novelty), scandal, and individualism. Thousands of favela dwellers passed 
by those burnt buses. Favela dwellers face a real risk of social chaos if the criminals 
achieve their aims of having bus lines stop in fear. In addition, favela residents have 
the underlying fear from the memory of the people who have died when drug dealers 
have torched buses on other occasions in recent years. The message attached to the 
bus was a threat to the Olympics, which has international ramifications. 
In contrast, community photographers are trying to establish counter-values, 
which include valorising solidarity, the struggle to maintain dignity, and the beauty 
that exists in everyday favela life. Sometimes they will contrast with traditional 
values, but at other times, they will be similar or build on under-developed themes to 
those that are expressed by the mainstream media. Caffé19 says that in teaching 
photography at the School of Popular Photographers, they always try to follow 
Ripper’s principle that says ‘photographing is to recognise values’.  
We have tried to look at the city through this lens … valuing the people. The 
main focus is to photograph the favela from a different perspective. 
Valorising the solidarity, the workers and to understand the beauty as a 
political thing. Joy is something revolutionary because it is free from 
difficulty of the people who are struggling to maintain their dignity. So, 
while we are documenting we are trying to capture this warrior sprit of the 
people. We attempt to report another type of violence because violence is not 
just armed violence. (Planel 2009b) 
Photo 4.5 was taken by Caffé. This is a very good example of community 
photographers’ visual language. The shot presents an ordinary scene of everyday life 
that speaks of modes of living, chatting, and sharing. Mainstream photojournalists do 
not have the access, nor the time, to produce this kind of picture, which demands 
intimacy, and time spent to build trusting relationships with favela residents.   
                                                
 
19 Fábio Caffé’s photostream is available at: http://www.flickr.com/photos/fabiocaffe  
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Photo 4.5 The favela’s everyday by Caffé 
When interviewed in January 2011 by this writer, Caffé (2011) posited that 
time plays an essential role in his photographic process. There are some procedures 
that should be respected before the shot is taken. There is a time to get to know the 
person and his/ her habits; in this time of sharing, the photographer and the 
photographed become more familiar with each other. It is a slow process of building 
a trusting relationship. There is also the process of learning about the light in order to 
determine which time of the day is best to catch the appropriate light. To achieve the 
result Caffé wants, he needs to wait for the right time, which includes the right light 
and the right moment. The right moment is the instant in which the subjects are 
willing to disclose themselves. According to Caffé:  
It’s a joint process between the photographer and the photographed. So you learn 
about the person’s habits … I know at that time Mr Joaquim will be having a 
coffee, for example, so it’s a time that is part of his everyday, you know. (Caffé 
2011) 
Likewise, Rodrigues Moura (2010) commented that his community is like his 
own family, and as such, he has strong emotional ties with the people. His 
photographic process follows the same principle, which is the idea of disclosing 
himself to others, while his subjects show willingness to be disclosed by his lens. 
Thus, the photographs are taken through this process of intense dialogue with the 
people. Moura posited the key words of favelas should be ‘residents’, ‘workers’, and 
‘families’ because the community cannot be jeopardised and face prejudice due to 
the involvement of a small group of people with drug trafficking. In comparing 
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community photographers’ endeavours with those of the mainstream media, Moura 
said:  
It seems that they value much more disgrace, misfortune, and failure than the 
wonderful thing; a blessing that is happening there. So … the media, making 
most of it, only enter the favela to do things which please the reader from the 
southern area. To say that there’s violence in Complexo do Alemão; there’s 
weapon in Complexo do Alemão; to say that I don’t know how many people 
were killed in Complexo do Alemão … that’s what the majority of people 
want to read. We photographers from the favela, we don’t do this kind of 
thing. Sometimes, we photograph a sad episode because it happened before 
our camera, aiming more to reflect upon than to make profit from it ... in any 
way. (Moura 2010) 
Moura’s argument puts in question mainstream news values 
(conflict/controversy; death; and oddity) and the mainstream media’s imagined 
audience. The main issue for community photographers is to show favela residents 
have endured a long process of marginalisation and abandonment from Rio’s 
authorities and the broader society. Furthermore, the constant documentation of 
crime and violence in favelas by the mainstream media has resulted in the generation 
of discourses that associate residents with criminals and favelas with armed violence. 
Thus, community photographers have strived to break down these current 
associations by documenting positive episodes that take place in their communities.  
The data analysis indicates that community photographers have strived to 
present a different understanding about certain topics, such as violence, UPPs 
(Unidades de Polícia Pacificadora – Pacifying Police Units), walls, and have also 
questioned the main sources of information that the mainstream media use while 
reporting on crime and violence in favelas. UPPs, urban violence, and the walls will 
be discussed in the next chapter, but the following section presents community 
photographers’ perceptions about violence facing favela communities and how they 
believe the violence should be reported.  
4.4.1 The favelas from inside 
Community photographers are trying to establishing alternative news values 
that depart from the standard of covering individual armed conflicts – for example, 
between drug gangs and police or between rival drug gangs – and other ‘win-lose’ 
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scenarios. Instead, community photographers want to understand the root causes of 
conflicts, and to question why youths turn to criminal activities, for instance. Another 
important problem is the consequences of the state’s absence in favela communities 
and how it affects residents’ lives. Thus, speaking of the positive means also 
speaking of different kinds of violence to which favela residents are subjected, 
without adopting a discourse that either criminalises or portrays them in a context of 
deprivation.  
Understanding the violence 
Violence is a very controversial topic for community and mainstream 
photographers due to their different perspectives and attitudes towards it. We already 
saw in this chapter that mainstream photojournalists have as one of their main duties 
to denounce criminal activities and human rights abuses – thus, they have 
documented armed conflicts in Rio’s favelas. In contrast, community photographers 
have attempted to shed light on different modes in which violence is inflicted on 
favela residents. Community photographers argued that the ostracism facing favela 
dwellers has inflicted on them a significant sort of violence that ends up generating 
considerable consequences for their lives. During the interview, AF Rodrigues said:  
Yes, I document violence. There’s a lot of violence inside the favela, but I 
photograph the violence of the absence. Violence resulted from the absence 
of the government with regard to education. Violence inside schools, where 
there is no teacher, chair, school stuff for students. I photograph the violence 
of the streets which are full of holes. The lack of jobs; the worker who has to 
keep holding bags and bags of recycle stuff to survive, whatever, this kind of 
violence we have documented a lot. (Rodrigues 2010) 
Likewise, Rodrigues Moura from Complexo do Alemão commented:  
We don’t have government assistance there, so I’m glad to have an opportunity to 
report these things; how these people live. That lady who lives at the hilltop, and 
has to go up 400 steps to reach her place; with a daughter who has disability … she 
has to go up pulling up the wheelchair. Going up and going down … the stairs. 
(Moura 2010) 
As community photographers are favela residents, they cannot denounce either 
drug trafficking or police abuses in their neighbourhoods. Section 5.2.3 will 
demonstrate if they did this, they would put not only their lives, but also others’ 
184  
lives, at risk, and would have the doors closed to further photographic initiatives in 
favelas. All of the community photographers I interviewed commented they have 
built trusting relationships over the years with the people in favelas. To put it another 
way, community photographers from favelas ruled by drug dealers need to have 
permission from the head of the drug-trading point (drug lord) to undertake 
photographic projects in the community. In addition, not only community 
photographers, but also favela residents, face the fear of being regarded as ‘x9’ (a 
traitor, an informer) by drug traffickers. The ‘x9s’ face drug traffickers’ trials to 
dictate which kind of punishment the person would have. Unless the photographer is 
an outsider, there is no way of documenting drug trafficking in Rio’s low-income 
suburbs. In addition, community photographers cannot document or denounce police 
abuses due to police retaliation against favela residents.  
As favela dwellers, community photographers believe their main role is to 
present the favelas in a different light. Instead of continuing the associations between 
favelas and violence, and favela residents and criminals, community photographers 
want to show that positive things also happen in the favelas. Their main attempt is to 
generate images and representations that go against the discourses that end up 
criminalising the poor. To do so, they have documented the abandonment facing 
favela residents and their struggles to achieve dignity in life.  
To be or not to be – objective  
Community photographers often criticise the lack of objectivity in the 
mainstream media, particularly in reporting on violence and crime in Rio’s favelas. 
This lack of objectivity is expressed by its main sources of information: the police, 
authorities, and experts.  
During the interview, AF Rodrigues said: “If you don’t listen to the other side, 
you sell an idea which very often is not correct or is not grounded in reality” 
(Rodrigues 2010). Mesquita (2010a) also demonstrated discontentment in regard to 
the lack of ‘voice’ that favela residents have in society. Conceiving objectivity as a 
normative ideal that embraces accuracy, factualness, and neutrality, Mesquita argued 
that Rio’s print media organisations would have a substantial gain in quality if they 
started covering urban conflicts objectively, rather than creating discourses of 
violence that end up reinforcing societal struggles.  
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The logic of journalism, man, you have to listen to the two poles. This is a 
basic journalistic principle. But this principle isn’t followed when the 
scenario is the favela. Outside the favela, the job is done differently. It’s a 
different logic. You see journalists ... how they behave, not only the 
journalists ... journalists, police officers, they operate inside the favela in a 
certain way, when they go to the Southern area is completely different. 
(Mesquita 2010a) 
Wilton Júnior (2010) from Grupo Estado argued that if the mainstream media 
lacks objectivity, it is expressed by the emphasis they give to certain types of 
reportage. He gave a hypothetical example of the coverage of two different reports 
on crime in favelas: (1) three people are killed in Complexo da Maré; (2) one person 
is killed in Rocinha. It is highly likely that the press would favour the event that 
occurred in Rocinha, despite the lower number of casualities. Rocinha is located in 
the southern area of the city, which contains the highest-income neighbourhoods; 
therefore, violent episodes that occur in this favela are displayed prominently in the 
press.  
The following chapter will demonstrate the increased levels of violence in 
Rio’s favelas culminated in the rupture between the mainstream media and the favela 
communities, resulting in the under-representation of favela residents in the media. 
However, since the establishment of UPPs across favelas, their residents have seen 
the return of news workers into ‘pacified communities’. This will be further 
investigated in Section 5.2.4. 
Photography as a self-portrait – proud of being a favelado 
The people are the most important element in a country; the spirits of the 
land and the grain are secondary; and the sovereign is the least. [Mencius 
(371-289 BC; disciple of Confucius)] 
 
Community photographers have used photography as a means of understanding 
their own identity through a process of understanding the history of their 
communities. During the interview, Ratão Diniz commented that since he became a 
photographer, he has discovered his own identity, life history, and sense of 
belonging. “Hey, I feel good when I tell others that I live here, you know” (Diniz 
2010). Likewise, Mesquita (2010a) explained that he has used photography as a 
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means of discovering himself: “My images are portraits of myself; be it a landscape, 
whatever. They’re my moments. That’s me there”. 
Rodrigues Moura (2010) commented on the process of dialogue with his 
neighbours that leads to consciousness-raising. Not only Moura, but all of the 
community photographers I interviewed, advocated for the importance of 
strengthening the self-esteem of their communities as a means of questioning current 
discourses about the favelas and their residents. Asked about the importance of being 
a community photographer for Viva Favela in Complexo do Alemão, Rodrigues 
Moura said: 
Some years ago, it’s still happening to certain extent today, if somebody 
from Alemão came here – a person who lived at the top of the hill20 – this 
person would feel embarrassed to tell others that he lived there. He’d say 
something like: _‘No, I live there. You take that street … Mr Antônio’s 
street. Do you know Mr Antonio? He’s Mr Jose’s cousin whose wife is 
Maria. Ask him where Mr Sebastião lives’... In the end, you’d realise he 
lived at the top of the hill. Our job is to strengthen the self-esteem of this 
person in order for him to come here and say something like: _‘I live in 
Complexo do Alemão. I live at the top of the hill. It’s the first house at the 
top. I live there as a result of a corrupt system. I lived there as a result of my 
workforce that values almost nothing or nothing. However, I live there and I 
carry myself with dignity’. (Moura 2010) 
Community photographers are also strongly influenced by stories told by 
seniors, relatives, and people from their communities and, as such, they research the 
history of their neighbourhoods. Through intense dialogue with favela residents, 
community photographers have reflected on their own identity, while they build a 
visual record of their neighbourhoods. Francisco Valdean (2010) and Ratão Diniz 
(2010) commented that they are inspired by stories told by seniors, neighbours, and 
other people from their communities. Diniz especially emphasised the influence of 
                                                
 
20 There are different social classes in the favelas. Generally speaking, when the favela is located on 
the hill, the houses built at the bottom are the most expensive and valued ones, therefore, they belong 
to the higher class of the community. The further away from the bottom, the less expensive they are. 
When the favela is flat, it follows the same principle. The houses built close to the main road are the 
most expensive ones. The more the houses are located inside the community, the more they lose their 
value. Thus, when a person says the location of his/her house in the favela, we can tell which social 
class this person belongs to.  
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his mother’s stories over his photographic endeavours. Valdean gave an example of 
one of his photographs whose name is ‘imagined image’ (Photo 4.6).  
When I was a child ... I’ve always liked stories, listening to stories, 
especially, those told by seniors. Where I was born (northeast Brazil), the 
access to reading, education, was too restrict, so there was an oral culture; 
stories told by seniors. One day I was reflecting on this when I remembered 
that Mr Bento, an old man who still lives there, told me a story about the sky 
rises he saw while travelling in Rio de Janeiro and São Paulo. I listened to 
that story when I was very young, however, my memory hold it. Last year I 
was photographing on Presidente Vargas Avenue when the story told by Mr 
Bento emerged and I saw the image that expressed an idea of the sky rises 
falling down … I took the shot, afterwards, I named it Imagem Imaginada 
(Imagined Image), an image that was generated prior the use of the camera. 
(Valdean 2010) 
Here is Valean’s portrayal of Mr Bento’s story.  
 
Photo 4.6 Imagined image by Francisco Valdean 
Similarly, Diniz commented that he has pursued documenting places where his 
mother lived as a means of tracing his family history and migration journey from 
northeast to southeast Brazil and the moment in which his mother established herself 
in Rio de Janeiro. By retracing their family history or getting to know more about the 
lives of seniors who have witnessed the development of their communities, all of the 
community photographers I interviewed mentioned the importance of generating a 
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visual record of their suburbs as a means of resisting forgetfulness. In other words, 
they advocate for the importance of using photography as a device of memory in 
order to provide future generations with information about the history of their own 
suburbs.  
4.5 COMMUNITY PHOTOGRAPHERS’ PERSONAL PROJECTS  
Community photographers have developed a myriad of visual projects across 
favelas and the outskirts of Brazil to generate a documented history of forsaken and 
marginalised communities throughout the country. With regard to the documentation 
of Rio’s favelas, there has been an intense exploration from a great variety of 
perspectives. These explorations include AF Rodrigues’s documentation of lajes 
(rooftops21) in Complexo da Maré, Tony Barros’s initiative to foster fashion 
photography and his intense coverage of funk parties in Cidade de Deus (see Section 
3.4.1), and Nando Dias’s documentation of the constant process of construction 
facing Rio’s largest favela Rocinha. The next section introduces an independent 
project named Curta Favela (Favela Shorts), which gathers a group of volunteers 
who aim to teach favela dwellers how to produce short-films by using the resources 
they already have. Later in the chapter, community-based projects undertaken not 
only in Brazil, but also in different nations by the Italian non-profit organisation 
Fotografi Senza Frontiere (Photographers Without Borders) are also presented.  
4.5.1 Curta favela, collective intelligence, and improvisation 
This section examines the independent project named Curta Favela (Favela 
Shorts) to investigate how this initiative has fostered favela dwellers’ creativity, 
strengthening their voice and self-esteem. In terms of the Brazilian culture, the 
Portuguese term ‘gambiarra’ gives us a good standpoint to think about how 
collective intelligence can be used as a way of fighting against the lack of basic 
resources. Rosas explains well what the gambiarra is:   
                                                
 
21 Rio’s favelas have faced a process of verticalisation and, as such, favela dwellers have expanded 
their houses upwards. At the top of their houses lies the lajes (rooftops), where residents make their 
social gatherings, celebrations, and parties. AF Rodrigues has documented this process of 
verticalisation (the vertical rise of favela houses) in Complexo da Maré by presenting how the lajes 
became spaces of resistance and sociability for favela dwellers. AF Rodrigues’s photostream is 
available at http://www.flickr.com/photos/af_rodrigues/sets/72157602790062776/ 
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The Portuguese word gambiarra immediately conjures images of the 
clandestine electricity hook-ups so often seen in slums and shantytowns, and 
this is precisely the first sense of the word as defined by the dictionary 
Houaiss. However, gambiarra also means something far more akin to the 
English term makeshift, referring to any improvisation of an expedient 
substitute when other means fall or are not available. In other words, 
‘making do’. (Rosas 2008, 343-344) 
Rosas (2008, 345) argues the gambiarras are vernacular in origin and nature 
because they encompass spontaneity and improvisation as a means of surviving. In 
some cases, the boundaries of what is considered legal are crossed into piracy and 
illegality. In other cases, the gambiarra simply adds creativity to “the quotidian of 
chaos and poverty”, that is, digital piracy on one side and free and open-source 
software developers on another. Rosas identifies the most popular gambiarra as the 
clandestine hook-ups that are known as ‘gato’ in Brazil. The ‘gatos’ happen either in 
electricity or cable TV. He continues, saying: 
the bicycles rigged with loudspeakers for advertising in the streets of  Belém 
do Pará, the so-called electric bikes; the “Little Yellow Tricycle” of seu Pelé 
in Rio de Janeiro, which, according to Gabriela de Gusmão Pereira, boasts a 
three-in-one stereo, TV, spotlight, batteries, rain canopy, alarm clock, and 
Christmas-tree lights; the already established trios elétricos, carnival trucks 
rigged with sound systems; or the sound tables mounted at the funk balls in 
Rio, which look more like spaceship control panels than anything else. 
(Rosas 2008, 345) 
The gambiarras should be regarded not only as practical endeavours, but also 
as art and intervention in the social sphere. They are embodied with certain ever-
present elements. Rosas (2008, 344) acknowledges that all of these elements do not 
need to appear together; however, the gambiarras always have some of the following 
characteristics:  
the precariousness of the means; the improvisation; the inventiveness; the dialogue 
with the surrounding or local reality and the community; the possibility of 
sustainability; the flirtation with illegality; the technological recombination in the 
reuse or new use of a given technology. (Rosas 2008, 344) 
The project Curta Favela (Favela Shorts) is reflective of the use of gambiarras 
as a means of dealing with issues that would appear during the process of production. 
190  
The initiative resulted from an ongoing dialogue between Mesquita and Planel 
(Mesquita 2010a), which began with the premiere broadcast of Planel’s documentary 
Abaixando a Máquina at Viva Rio NGO in April 2008 (see Section 5.2.4). This 
initiative is supported by the project Viva Favela.  
Curta Favela is a collective of people engaged with audiovisual productions 
who collaborate in Curta Favela’s workshops. Some of them, such as a film-maker 
Guillermo Planel, Bender Arruda, and a mainstream journalist, Bernadete Duarte, 
supported Mesquita to help him to design and develop his idea. Nowadays, the 
project is organised by Mesquita, plus occasional volunteers who take part in some 
activities. Curta Favela’s workshops are promoted without any financial support. All 
of the participants join to use photography and participatory audiovisual production 
as a tool for social change and raising consciousness. The project Curta Favela has 
some rules such as those described here. The movie is produced using collaborative 
creation and should be made in a one-day workshop. The team should go into the 
community in order to use partnerships to engage with their main target (i.e. youth). 
Although the team focusses on the young people, age should not be a barrier to 
participation. Once the movie is made, participants should decide where an open-air 
screening should take place; however, the first screening should happen in the favela 
where the film is created. 
The intention is to go into a certain favela without knowing what they will do 
or who will take part. The idea is to produce a short movie in a one-day workshop. 
‘Collaborative creation of content’ is the motto of this venture. One characteristic of 
this project is to teach favela communities to use the resources that they already 
possess. At the Foco Coletivo Forum (Planel 2009b), Mesquita argued that Curta 
Favela is possible because they have partnerships with favela communities. First, he 
goes to a certain favela in order to identify a group that is engaged with their main 
target, which is youth. However, he admitted that he had learned from his own 
experience that the most important thing is to gather people who are interested in the 
project. The people’s age must not be a constraint. People from different ages and 
backgrounds attend Curta Favela’s workshops. There are elderly and retired people, 
and even young children. Because cameras are not affordable for favelas dwellers, 
they are taught to use the resources they already have. Curta Favela’s volunteers 
teach them how they can use their mobile phones and compact cameras to take 
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pictures and make movies, and afterwards, how they can edit the data using free 
editing video software programs and publish it on the internet. To record audio, they 
use their mp3 devices or mobile phones. Photo 4.7 is a picture that illustrates the 
workshop that took place in the favela of Santa Marta. 
 
Photo 4.7 Workshop in Santa Marta by Mesquita 
Favela residents are not used going to theatres, museums, or art galleries. 
While acknowledging that “exhibitions do not need the close confines of a 
hall/theatre but can be done anywhere as long as there is a means to reach others” 
(Nitin 2007, 465), the Cine Varal (Clothesline Cinema) happens in the middle of a 
favela street where the workshop is carried out. The participants hang a bed sheet in 
the middle of a street and then project the production on it. Afterwards, there are 
discussions and reflections about their production. Favela communities generate 
further opportunities to speak for themselves about their daily lived experiences, 
through their own language. It is a new way for favela residents to see themselves 
represented. 
The community prepares for the event, publicises it, chooses a day, and decides 
on a place where it will happen. In Mesquita’s words:  
Actually, the people who coordinate these actions are not us. We are just 
volunteers who provide possibilities not only to create contents but also to 
distribute them on the Internet. All is carried out by a local subject. All is 
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done in partnership, all in a collaborative way. We sit and develop together 
... We are just part of the idea. We build all together. (Planel 2009a) 
Through collaborative creation of content, favela communities are encouraged 
to reflect on their own problems and then to construct representations about 
themselves and their communities. In doing so, Curta Favela’s volunteers primarily 
identify activists who seek to use some forms of media for social change – such as 
audio-visual content, photography, and mini-documentaries – and who are linked to a 
certain favela community. Rather than designing a uniform top-down training 
program across all favelas, Curta Favela negotiates with local leaders to develop a 
program appropriate to the local context. Thus, Curta Favela works closely with the 
favela community by meeting the residents in their own suburb and deciding 
collaboratively which kind of workshop each favela demands. Curta Favela prepares 
the content of its workshops through this process of intense dialogue with 
community activists who have a good rapport in the community because of their base 
and roots there. The process of content creation is collaborative. 
Mesquita also mentioned that even the food is made by someone from the 
community. Prior to the event, community participants decide which kind of food 
that they want to have on the day of the workshop, such as popcorn or hot dogs.  
Once the workshop is carried out, Curta Favela’s volunteers and participants 
book a day for a public exhibition. The first one always happens in the favela where 
the workshop is accomplished. Afterwards, they upload the products to the Viva 
Favela website, or YouTube, or organise itinerant open-air presentations across Rio’s 
favelas. The community members conduct all the events. They decide when, how, 
and where displays take place. Curta Favela’s only condition is that an exhibition 
must happen outdoors. The community publicises it and invites people to take part, 
but Mesquita said they also invite outsiders because it is a good way to foster and 
strengthen the dialogue between different groups and communities.  
Regarding the fact that Curta Favela teaches favela participants to use the 
resources that they already have, Mesquita says, “we work from the premise that any 
material can be adapted to create anything cool, therefore, we do not allow using 
tripods”. He illustrated his argument with the workshop that they conducted in 
Cidade de Deus (City of God).  
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We were producing fashion photography. There were two boys, one was 
doing the making off and another one was photographing the models. The 
boy was trembling a lot because the model was too tall. So, we took a 
squeegee, tied the camera on it, then, he could stabilise. (Planel 2009a) 
Mesquita’s gambiarra can be understood as a way of filling a gap using their 
improvisation and inventiveness. Photos 4.8 and 4.9 depict the workshop conducted 
in Cidade de Deus (City of God). 
 
Photo 4.8 Workshop in Cidade de Deus by Mesquita 
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Photo 4.9 Curta Favela and its gambiarras by Mesquita 
One example of a Curta Favela production is a micro-documentary, Vida de 
Cão (Dog’s Life) (Favela 2009), which was made collaboratively in the favela of 
Santa Marta. It started with a brainstorming session in which participants wondered 
which kind of story would best represent their community. After a discussion, they 
decided that Boris (the only pedigree dog in the favela) was the best representative 
for their neighbourhood, because he was loved by everyone in Santa Marta.  
The Vida de Cão group put the camera on Boris and let it capture images 
throughout the favela. Afterwards, the group edited these images and added audio of 
people from different low-income suburbs in Rio talking about what it means to live 
in the favela and the difficulties they face in their daily lives. According to Kobré 
and Brill (2008, 270) “Words in a subject’s own voice more powerfully convey a 
quote than any printed version of the same words. Sound adds the cultural richness of 
accent and the reality of emotion to accompanying images”. This short movie is quite 
disturbing because the images captured of Boris are confused and trembling, but the 
voices of favela dwellers are calm, quiet, but at the same time, very inquisitive. The 
name Vida de Cão also means ‘hard life’. It is a political protest against the 
concentration of the wealth, and the unequal opportunities that disadvantaged people 
face in the Brazilian society.   
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In the micro-documentary, there are eight non-identified people (seven men 
and one girl) talking about their own experience. They mention violence, prejudice, 
social inequities, difficulties, and their attempt to overcome the problems in the 
favela. The fourth and sixth, for instance, talk about the police intervention and 
constraints facing favela dwellers. The sixth says:  
There has never been anything bad here. What is bad is the policemen who 
do not know how to do their job. Not do they know if they come to arrest a 
criminal or to catch a worker. The worker goes up and he/she is stoped. 
Then, he/she goes down is stoped. Facing constraints, sometimes, in front of 
his/her family. Sometimes, a person is with his/her baby to go to the 
hospital. Policing is not needed here. They should do policing on the streets. 
They should provide the community with basic sanitation, health posts that 
we need most ... (Favela 2009) 
The fifth complains about a lack of infrastructure in the favela.  
It’s harsh the life in the favela. I was coming home yesterday in a great storm. I had 
to go upstairs holding onto stairs, and walls. What a storm, it was like a river 
running downhill. The water touching my ankles almost catching me. (Favela 
2009) 
The seventh mentions violence and a lack of cultural institutions in favelas:  
Living in the favela ... has to be of a great challenge in this respect, I mean, of 
trying to struggle even to the violence and trying to transform this story in some 
way, hasn’t it!? Cinemas and theatres, the great amount of them are in the Southern 
area of the city. However, there aren’t these in the favela. (Favela 2009) 
The last favela resident tells a story about the prejudice he and his cousin faced 
when they applied for a job in the south of Rio de Janeiro, which is regarded as one 
of the richest areas of the city. When the employer discovered they were from the 
favela, she replied to them saying they had already found a person for the job. This 
kind of story is very common and people from favelas regularly complain about this. 
In an informal conversation that is part of Planel’s rushes, Mesquita said if a favela 
dweller does not have a friend in the southern area of Rio de Janeiro who allows 
him/her to use his/her address when they apply for a job, it is very difficult to be 
chosen. This is because favela residents are almost always regarded as criminals by 
residents in other areas.  
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The initiative Curta Favela reflects on how favela dwellers see themselves 
and the places where they live in. Through its mini-documentaries, the way in which 
Rio’s society treats them is also illuminated. Nevertheless, the most important thing 
about this project is to enable favela residents to reflect on their own lives through 
the process of dialogue and collaborative creation of short movies. Another 
important aspect is how this project empowers favela residents in a sense that they 
feel capable of producing novel things by using the resources they already have. This 
collective practice is reflective of how bottom-up projects can strength locals’ voice 
and self-esteem by motivating favela residents to display their concerns, viewpoints, 
and thoughts through the content they create. Furthermore, once the short movie is 
published on the Viva Favela website and other social media, the voices of the local 
people are heard beyond the boundaries of the favelas.  
Regarding the weaknesses of the project, until I did my fieldwork in Rio’s 
favelas, I could not tell whether Curta Favela was an independent project or part of 
the Viva Favela initiative from the NGO Viva Rio. The doubt emerged because 
Curta Favela’s activities were sometimes mixed up with those of Viva Favela, 
especially because Mesquita is an editor of photography and audiovisual for the Viva 
Favela portal. In December 2010, I interviewed Mayra Jucá (2010), who is a 
coordinator of the project Viva Favela. She mentioned that Curta Favela was an 
independent project, even though Viva Favela had supported it, and took part in 
some workshops. She also mentioned that she invited volunteers to formalise the 
program in order for the project to be included as an initiative of the NGO Viva Rio. 
In so doing, it would raise funds, and be formalised with constant progress reports 
and activities. Nevertheless, the group was not interested in committing themselves 
to formal rules and norms. The substance of the project Curta Favela is to deal with 
uncertainty, unpredictability, improvisation, and, the most important thing, freedom.  
However, Curta Favela’s characteristics generate consequences: for instance, 
the fact that the program is unable to carry out all of the activities in a one-day 
workshop. Generally speaking, at the end of the day, the group has audiovisual 
materials that still need to be edited later on. One example is the workshop in the 
favela of Santa Marta, which generated the mini-documentary Vida de Câo. The 
workshop was held in 2009, though the film was published on the Viva Favela portal 
only in March 2011. Furthermore, Curta Favela’s workshops depend on the 
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availability of volunteers. In other words, there is no constancy in this initiative. The 
program, however, has generated some outcomes. The project Viva Favela has 
incorporated the lessons learned from Curta Favela’s workshops, such as how to 
interact with favela communities, how to design bottom-up workshops that suit 
communities’ own demands, and how to gain access to the favelas.  
Beyond the realm of Curta Favela, Viva Favela, and Imagens do Povo, 
community photographers have developed personal projects throughout Rio’s favelas 
and across other marginalised communities of Brazil. The following sections present 
a few of these initiatives.  
4.5.2 Ratão Diniz 
Ratão Diniz from Imagens do Povo has become involved in a great variety of 
photographic initiatives. He has documented the backlands of Brazil through the 
project Revelando os Brasis (Unfolding Brasis, available at 
http://www.revelandoosbrasis.com.br) by Minister of Culture. The aim of the project 
is to invite Brazilians aged 18 plus, residents from towns (municipalities with no 
more than 20,000 inhabitants) across Brazil to submit original fictional or non-
fictional stories for a National Storytelling Competition that awards the best 40 
stories. The authors receive as a prize the opportunity to participate in the workshops 
of Script, Production, Photography, Audio, Edition, Art Direction, Copyright, 
Mobilisation and Collaborative Communication. These workshops have as their main 
aim to enable participants to produce 15-minute digital videos with their stories. 
Once the videos are made, they become part of an itinerant free open-air exhibition 
which takes place in each municipality where the authors come from and where they 
have developed their stories (Revelando os Brasis 2012).  
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Photo 4.10 Revelando os Brasis by Ratão Diniz 
In Section 4.4, it has been shown that Diniz also has developed a photo essay 
called Explosões de Alegria (Blast of Joy).   
 
Photo 4.11 Blast of joy by Ratão Diniz 
In addition, Diniz has documented a great sort of cultural expressions, graffiti 
and events not only in Rio’s favelas, but also in some European countries.  
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Photo 4.12 Being a child by Ratão Diniz 
 
Photo 4.13 Observing and being observed by Ratão Diniz 
 
During the interview in November 2010, Diniz (2010) commented on he loves 
photographing his mother and his place though it has emerged as a very challenging 
endeavour due to the familiarity of the topic.  
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Photo 4.14 Looking at one’s own life by Ratão Diniz 
In July 2012, Diniz, AF Rodrigues, Elisângela Leite, and the current 
coordinator of the project Imagens do Povo, Joana Mazza, went to Paris so as to 
present the exhibition Ginga22 da Vida, at the gallery of the Fondation Alliance 
Française. This exhibition was part of the Alliances en Résonance Festival (Alliance 
in Resonance Festival) that aimed to celebrate Brazil in Paris (Eichenberger 2012).  
 
Photo 4.15 Ginga da Vida by Diniz 
                                                
 
22 There is no appropriate translation in English for ginga. Ginga is an essential movement in capoeira 
that combines dance, music and fighting. Ginga da vida (Ginga of life) means to use creativity, 
improvisation, joy, and endurance as a means of overcoming difficulties in life. It is a positive 
approach to cope with the daily struggles that one might face. This with plenty of joy, sense of 
humour, and determination.  
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After the exhibition, Diniz went to England so as to participate in the UK-wide 
Festival. Diniz was among other 30 Brazilian artists who were invited to take part in 
Rio Occupation London, which is part of the UK-wide Festival 2012, so as to 
photograph graffiti in the city. This events that took place during the Olympics aimed 
“to create a cultural link between London and Rio - which is due to host the 
Olympics in 2016” (Geoghegan 2012). Asked about his expectations towards Rio 
Occupation London, Diniz said:  
When I was approached I asked myself: am I an artist? I didn’t consider 
myself to be one, but I thought it would be important to take part in an event 
like that due to documentary photography also owed its artistic criterion. For 
me it is a real honour to be able to present documentary photography as an 
artistic endeavour among other 30 Rio’s artists. Ripper and the School 
(Imagens do Povo) have played an important role with regard to enable me 
to produce a concerned and political photography; a photography which is 
built together with the community. (Eichenberger 2012) 
Diniz’s question recollects the informal conversation I had with him and Joana 
Mazza in March 2012. They commented on there was an argument between the 
people from the project Imagens do Povo and those from the NGO Observatório de 
Favelas due to the photographs taken by photographers of the project being excluded 
from the exhibition of Contemporary Art that was held at the NGO settings. It 
resulted in a fiery discussion of the very meaning of contemporary art. Could 
documentary photography be regarded as art/ contemporary art? This has been an 
ongoing question this study does not intend to address. This discussion is only to say 
that the project Imagens do Povo is quite independent from those carry out by 
Observatório de Favelas though it is physically supported by the NGO.  
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Photo 4.16 Rio Occupation London by Ratão Diniz 
 
Photo 4.17 Occupation London by Ratão Diniz 
By following what he learnt first from the project Viva Favela and then from 
Ripper, Diniz has attempted to deconstruct the idea of the favelas as exclusively 
places of violence, particularly the discourse which weaves an intimate relationship 
between favela dwellers and criminals that leads to the criminalisation of the poor. 
“I’m proud of living here because the favela is not only a place of violence, but a 
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place that belongs to us and, as such, we have built this up. There are workers, 
ordinary persons, there are no monsters; this idea, this myth, that the media, the 
middle and upper classes do have about these ‘popular spaces’ (Diniz 2010). It is 
notable that Diniz uses the expression, ‘popular spaces’, which is the expression that 
community photographers sometimes use to refer to the favelas.   
4.5.3 Maurício Hora 
Maurício Hora who is an independent photographer from Morro da 
Providência has documented the development of his community since 1996, a year 
before the celebration of the century of Morro da Providência, Rio de Janeiro’s first 
favela.  He is one of the founders of the Favelarte Institute that has a project called 
Minha Favela, Minha História (My Favela, My Story), which aims also to generate a 
visual documentation of favela communities. Doing so, Hora has documented the 
Morro da Providência, and also has developed photographic projects in the Port 
zone. Here are some pictures by Hora.  
 
Photo 4.18 Morro da Providência by Maurício Hora 
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Photo 4.19 Providência by Maurício Hora 
 
Photo 4.20 View of Central do Brasil by Maurício Hora 
Unlike Wilton Júnior (2010) who says that he is a photojournalist and, as such, 
he lives for news, Hora (2010) commented that he favours the beauty and the quality 
of the image over the information. He is very concerned with generating a positive 
and beautiful documentation of Morro da Providência. He argues that its dwellers 
also have a right to be portrayed in a context of dignity. Hora was strongly 
influenced by the renowned photographer Pedro Lobo. Hora worked with Lobo for 
over seven years, as his photographer assistant. Hora commented that he learnt from 
 205 
Lobo to document the favelas as if they were high-income suburbs by having the 
same respect for them. One of Lobo’s projects is called ‘Architecture of Survival’ 
(http://www.lobofoto.com/galleries/Pages/architecture_of_survival___arquitetura_de
_sobrevivencia.html) that he documented the process of constant construction of 
Rio’s favelas.  
4.5.4 Bruno Itan 
Bruno Itan began learning photography when he took part in a photographic 
course, between 2007 and 2008, which was financially supported by PAC (Programa 
de Aceleração do Crescimento – Growth Acceleration Programme). There he met 
Dhani Borges, who taught him photography. Afterwards, Borges invited Itan to work 
with him as his photographer assistant. 
The initiative financed by PAC was named Memórias do PAC (Memories of 
PAC, available at http://www.memoriasdopac.org.br). It aimed to generate a 
photographic documentation of construction sites of PAC by presenting its impacts 
over favela residents’ everyday lives. The documentation was made by community 
photographers from Complexo do Alemão, Manguinhos, Pavão 
Pavãozinho/Cantagalo and Rocinha. The project selected favela dwellers from these 
communities and then provided them with photographic courses with included 
research techniques so as to enable them to generate images of the everyday of their 
communities, whilst the construction sites took place. This was a joint initiative 
which drew together the state of Rio de Janeiro, the National Program for Public 
Security and Citizenship (Pronasci), and community-based organisations, such as: 
Observatório de Favelas, Raízes em Movimento (Roots in Motion), in Complexo do 
Alemão, RedeCCAP, in Manguinhos, Solar Meninos de Luz (Solar Boys of Light), in 
Pavão Pavãozinho/ Cantagalo, and Centro Comunitário Rua 2 (Community Centre 
Street 2), in Rocinha  (Memórias do PAC 2012).  
By following what he learnt in the course, Itan began documenting the 
construction of the cable car in Complexo do Alemão and how this construction site 
affected the lives of residents who were relocated to other areas due to the changes 
caused by construction sites across the suburb. When the cable car was launched, 
Itan set up a temporary photographic exhibit that gathered his own images 
documenting the construction sites across Alemão. His ehibition was seen by the 
current Brazilian President Dilma Rousseff on the day of the launch ceremony. In 
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that occasion, Itan meet Rousseff and Sérgio Cabral, a state representative for the 
state of Rio de Janeiro, who invited him to work as a photojournalist for the 
government.  
 
Photo 4.21 Cable car in Alemão by Bruno Itan 
 
Photo 4.22 Memories of PAC by Bruno Itan 
Before the launch of the cable car, Itan also documented the police occupation 
in Complexo do Alemão in November 2010 (see Section 5.2.3). In addition, he has 
documented his community so as to generate positive images of Complexo do 
Alemão. It is written in his blog “My interest is to present diverse angles of 
Complexo do Alemão to be used as Rio postcards. There are landscapes that you 
only have a privilege to see in Complexo do Alemão” (Itan 2009).  
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Photo 4.23 Landscape by Bruno Itan 
Itan is also part of Foto Clube Alemão (German Photo Club) that was founded 
by Dhani Borges. It aims to foster photography in Complexo do Alemão by 
providing its residents with workshops, seminars, and photographic exhibitions.  
 
Photo 4.24 Dancing by Itan 
This section has presented some initiatives that have been carried out by Itan, 
Diniz, and Hora, which are just some of a myriad of visual projects developed by 
community photographers across Brazil. It was beyond the scope of this thesis to 
investigate all of those endeavours. In order to illuminate when community-based 
photography initiatives in other countries are working in similar or different ways to 
Viva Favela and Images do Povo, the following section introduces the Italian NGO 
Fotografi Senza Frontiere.  
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4.6 FOTOGRAFI SENZA FRONTIERE 
Fotografi Senza Frontiere (FSF) (Photographers Without Borders) is an Italian 
non-profit organisation that gathers together a group of photographers who aim to 
provide youths from extreme regions in Nicaragua, Algeria, Argentina, Panama, 
Uganda, and Palestine, with the skills to photograph and document their own reality 
by establishing permanent photo laboratories. This idea, which is similar to that of 
Viva Favela and Imagens do Povo, is to enable youth to become professional 
photographers as a means of self-representation and self-empowerment. Afterwards, 
students become educators in established photographic lab so as to pass on what they 
have learnt through FSF’s photographic courses.   
Giorgio Palmera (Planel 2012a, 2012b; Pugliese 2012) who is one of the 
founders of Fotografi Senza Frontiere said the idea of creating the NGO emerged 
during the time he lived in Nicaragua. During a seminar that was held at O Globo 
newspaper in Rio de Janeiro, Palmera (Planel 2012b) commented that he went to 
Nicaragua to photograph street children for an Italian magazine and, as such, he went 
into the streets searching for the most dramatic images of children based on his own 
assumptions about the lives of street children: kids in a context of poverty, drug 
addiction, and hopelessness. Once his job was done, he realised that it was not 
enough. He personally wanted to stay in Nicaragua so as to learn from that 
experience. Then, Palmera found a job with the NGO Terra Nuova, where he began 
teaching photography to street working kids who, simultaneously, began 
documenting their own daily lives. Palmera (Planel 2012b) said that when he saw 
their photographs he realised he was wrong. He was amazed by the images of love, 
enjoyment, and fellowship. Palmera commented that it was this life changing 
experience that made him shut down his photographic studio in Italy in order to 
search for a different photographic understanding due to the realisation that there 
were different ways of looking at others’ experiences. Simultaneously, he realised 
that it was necessary to leave behind some photographic equipment with those kids 
in order to provide them with an opportunity for self-representation. In so doing, he 
established a prize; the most enthusiastic kid would gain a camera at the end of the 
course. The 12-year-old boy Saúl Palma was chosen; nowadays, he is the chief of the 
photo lab of Fotografi Senza Frontiere in Nicaragua. He is now 27. In 1999, Palmera 
went back to Rome, when he founded the NGO La Pandilla (street children) in 
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partnership with an Italian film-maker Simonetta Giordano. This was followed by the 
foundation of Fotografi Senza Frontiere in 2002. Nowadays, the organisation 
develops its activities in Nicaragua, Algeria, Panama, Palestine, Argentina, and 
Uganda.  
Palmera’s personal experience in Nicaragua is reflective of the philosophy of 
Fotografi Senza Frontiere, an organisation that believes in people’s capacity to tell 
their own stories, taking ownership of their own endeavours. In informal 
conversation via e-mail, Sergio Lo Cascio (2012), who is responsible for video 
projects at FSF, pointed out that unlike other international organisations whose 
endeavours end together with the time of their projects, Fotografi Senza Frontiere 
provides the people with photographic training courses and equipments so as to 
enable them to run the FSF photo lab themselves. The students of the project later on 
become educators who pass on what they have learnt previously, using the FSF 
photo lab as a centre for the learning and production of photography. This aims to 
break down the process of dependency which humanitarian intervention in critical 
regions across the world tend to generate. FSF is mainly concerned with enabling the 
locals to become professional photographers in order for them to be able to express 
themselves by telling their own stories through their photographs, and, in the future, 
through video projects.  
FSF establishes its media centres in certain regions by providing equipments 
(photographic machine, recorder, computer, printer, and Internet connection) so as to 
enable the locals to carry out their own projects. This phase is followed by 
educational training processes. Firstly, FSF provides students with a darkroom in 
order to teach them analogical photography. Photographers without borders believe 
that this practice enables students to have a wider understanding of photography. 
Only in Gaza they do not use the darkroom due to the checkpoints and difficulties 
facing them whilst developing their endeavours there. However, the darkroom is not 
left at the media centre, as it is used only for learning purposes. This stage is 
followed by the use of digital photographic cameras that are left in the FSF lab once 
the photographic course is concluded.  
Lo Cascio (2012) also explained the reasons why FSF does not leave the 
darkroom in established media centres. He commented on the equipments are 
expensive and difficult to be replaced, particularly in regions such as Gaza and North 
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Uganda. Furthermore, the photographic chemicals generate pollution. In order to 
avoid environmental issues, the organisation does not foster practices that might end 
up polluting the places where FSF develops its activities. He gave as an example the 
media centre in the island of Kuna, in Panama, by saying that the chemicals would 
end up in the waters of the Caribbean Sea. For these reasons, Fotografi Senza 
Frontiere has used the darkroom only in the first stage of its photographic training 
courses. Palmera (Planel 2012c) said that FSF’s photographic courses are divided in 
three different modules: (1) technical course which involves the use of a darkroom; 
(2) FSF instructors work together with students so as to guide them to become 
educators; (3) one or two outstanding students are invited to attend classes in Rome 
at a professional school of photography. Lo Cascio (2012) though commented that 
the third phase was suspended due to a lack of funding.  
The methodology adopted by FSF can be interestingly juxtaposed with 
Hamelink’s (1996, 142) argument about the importance of shifting from 
‘empowerment’ to ‘self-empowerment’. Hamelink (1996) argues that different 
approaches of empowerment depart from the principle of ‘giving voice to the 
voiceless’, however, whereas these approaches result in positive outcomes, in the 
long term, they end up leading to dependency between who is empowering and who 
is empowered. FSF’s philosophy correlates with Hamelink’s proposition that the 
people should own and control the media themselves as a means of self-
empowerment. “They are a direct confrontation of the disempowered with the 
dominant communication structure. They select different themes and discourses, tell 
their own stories and articulate their fears and dreams in the cultural idiom of their 
own communities” (Hamelink 1996, 142).  
The independent media centres established by FSF emerge as a remarkable 
example of self-empowerment due to the autonomy the people have to control and 
run the photo lab, enabling the locals to empower themselves. However, this process 
raises questions about who runs the labs and how FSF chooses a person or a group to 
become responsible for the media centre. Meditating upon this I asked  Lo Cascio to 
explain this process to me. In a detailed message, Lo Cascio (2012) commented that 
FSF does not choose somebody to run and control it, rather it builds partnerships 
with the locals, who become involved in FSF’s activities, demonstrating willingness 
to preserve the equipments and carry out the media centre. Sometimes, FSF is invited 
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by a local NGO to develop its media centres in the region. Sometimes, FSF itself 
contacts a local association to carry out its activities. Palmera (Planel 2012b) said 
that his partnerships in Gaza happened naturally over the time. He has done 
photographic coverage in Gaza for over ten years.  
This happened in Nicaragua, where Saúl Palma, who was a street working 
boy, kept the photographic camera without selling it, as other boys did, 
keeping studying photography. In North Uganda, Charles Yomoy is still 
taking pictures for the NGO that invited us to carry out the laboratories in 
Kalongo. Nowadays, Yomoy not only still studying and photographing but 
he is documenting the everyday life of his community. Together with his 
fellows, he runs the media centre, where he gathers together youth groups 
who are interested in learning and investigating photography. In Kuna Yala, 
Panama, our reference is a 50-year-old senior, President of the Association 
of Kunas whose institution joined us in order to carry out the laboratory in 
Ustupu. That was him who organised the situation in the island, where he 
was born, so as to make possible the fruition of the media centre. This last 
work in Argentina, we worked together with a support group for female 
inmates in the prison of Ezeiza… (Lo Cascio 2012) 
Palmera (Planel 2012c) explained that seniors from Kuna asked FSF to 
establish a media centre in the island because the youth were not interested in 
listening to the songs sung by the seniors anymore and, as such, they thought that if 
they were recorded the youth could listen to them on their iPods. In other words, the 
seniors wanted to document, store and communicate their cultural heritage, history 
and traditional knowledge to the following generation.  
Fotografi Senza Frontiere, the photographers without borders, are those who 
believe in the project and commit themselves to keeping it alive by building new 
partnerships and networks in order to develop further initiatives. This kind of 
practice and relationship with the locals also happens to a certain extent and in 
different ways in Viva Favela, Curta Favela, and Imagens do Povo. This will be 
further investigated in the following section.  
FSF also develops video projects. Sergio Lo Cascio (2012), when asked 
whether the process of video production of FSF could be regarded as collaborative 
content creations that every step is decided through intense dialogue with the people 
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like those projects carry out by Viva Favela and Curta Favela in Rio de Janeiro, gave 
as a response the explanation of the methodology adopted by the organisation.  
Drawing from the learning by doing approach, FSF attempts to encourage its 
students to pursue their own photographs and stories though collaboration is 
also a didactical practice adopted by FSF. Regarding the methodology used 
for the production of videos, unlike the first experiences carried out 10-15 
years ago by the Director Simonetta Giordano, which included also 
collaborative video production, nowadays, the laboratories of FSF do not 
include the practice of video production. Due to a lack of financial support to 
invest in equipments and acquisition of skills needed to produce videos, the 
foundation has not been able to afford this kind of activity. Until now the 
FSF videos, which are tools for investigation used to portray the realities we 
face, while our work is developed, have been produced by me and other 
collaborators who want to participate. They aim to show other aspects of 
these realities; to talk about unknown themes, and to promote our 
laboratories and activities. Thus, it cannot be said about a collaborative and 
self-representative FSF video production though we always explain our 
intentions and make decisions together with the people we meet and work 
with, fostering the respect for others. (Lo Cascio 2012) 
 
One example is the video called Autoritratto di Kalongo (Self-portrait of 
Kalongo) produced by Lo Cascio in Uganda in 2011. It is about the foundation of 
Kalongo’s community that resulted from the war which took place in North Uganda. 
Although this video was not produced collaboratively as Lo Cascio pointed out, it is 
narrated by the locals who tell the story of the development of their community. 
Furthermore, it presents the practices of Fotografi Senza Frontiere by showing the 
photographic classes taught by Emiliano Scatarzi who is a co-founder of Fotografi 
Senza Frontiere. This video project is representative of Lo Cascio’s attempts to 
establish collaborative and self-representative video productions at the organisation 
by following what is already done in photography.  
Thus far this chapter has shown what has happened in Brazil favelas and also 
how Fotografi Senza Frontiere has operated in other nations. Similar to community-
based initiatives in Rio, Fotografi Senza Frontiere has as its main aim to provide 
locals with the skills to document their own communities in order to tell stories from 
their own perspectives.  
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Unlike photographers from Viva Favela and Imagens do Povo who are 
concerned about generating alternative representations of the favelas contraposing 
those of the mainstream media or developing under-represented themes, 
photographers from Fotografi Senza Frontiere are trained to produce images as a 
means of self-representation. In Nicaragua, for instance, the establishement of FSF’s 
photo laboratory aimed to provide street boys with skills to photograph each other’s 
everyday lives. In Panama, the aim was to produce a visual archive of the cultural 
heritage of Kuna Yala for future generations. In Uganda, FSF’s workshops intended 
to provide the locals with the means to produce images that could tell the story of the 
development of Kalongo’s community. As FSF’s photo laboratories are run by the 
locals themselves, each laboratory has its own characteristics though they all share 
the same purpose. That is, to provide the locals with a means of self-representation.  
Similar to photographers based in Rio’s low-income suburbs, community 
photographers, regardless of whether they are based in Uganda, Nicaragua, Palestine, 
and Algeria, present a strong concern for beauty. Unlike mainstream photojournalists 
who are concerned about making news, community photographers attempt to 
produce a visual documentation of the history of their communities so as to provide 
future generations with images that communicate their traditions, identities, and 
cultural heritage. The examination of the way Fotografi Senza Frontiere operates 
adds to my attempts at investigating when community-based photography initiatives 
in other countries are working in similar or different ways to Viva Favela and Images 
do Povo as much as how community photographers from marginalised communities 
use photography as a means of empowering themselves.  
4.7 DOCUMENTARY PHOTOGRAPHY AND SELF-EMPOWERMENT 
It has been stated that community photographers, unlike mainstream 
photojournalists, are not concerned about generating news. Their main goal instead is 
to research the development of their own communities in order for them to 
understand their own identity and historical context. Within this context, community 
photographers use photography as a means of building a visual record of their 
communities in order to document, store and communicate their culture. Lo Cascio 
(2012) explained that there is an intimate relationship between memory and identity.  
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Memory is a material that constitutes itself as a testimonial of a present that 
turns immediately into past as well as it represents a heritage that may 
contribute to build and recollect people’s identities in the future. Telling a 
particular life story of today means to give it a means to become part of the 
human heritage of the territory. Working with the construction of the identity 
today through data collection, freed from stereotypes, of stories and 
photographs of the present constitutes itself as a job which embraces the 
memory of the past, the construction of the memory of the present that 
projects itself to the future. (Lo Cascio 2012) 
Despite Lo Cascio’s naïve assumption with regard to a lack of stereotypes, his 
complex thought can be juxtaposed to community photographers’ attempts to 
understand their own story through the investigation of the development of their own 
suburbs. This pursuit that emerges as a dialogical process between photographers and 
their fellow neighbours manifests itself as self-empowerment as long as their 
practices lay the bases to an understanding of their own life story and surroundings 
that leads to the construction of their own identities. Furthermore, it provides future 
generations with a visual archive with regard to the development of their 
communities.  
This discussion brings back Moura’s assumption about his role as a community 
photographer for Viva Favela in Complexo do Alemão. He argued that community 
photographers/ correspondents have as their main role to increase his fellow 
neighbours’ awareness with regard to their position in Rio’s society and how the 
societal system has impinged upon them a process of marginalisation. In other 
words, through a search to generate stories, community photographers end up 
discovering their positions in a certain society that is embedded in power relations 
(see Section 4.4.1).  
Regarding the way these community-based organisations operate, unlike FSF 
photo labs that are run by the locals themselves, Viva Favela is run by the NGO Viva 
Rio and Imagens do Povo though presents a certain independence from the NGO 
Observatório de Favelas, it is still subjected by its institutional framework.  
The current coordinator of the project Joana Mazza (2012a) commented on 
Imagens do Povo is quite independent from the NGO by having autonomy to decide 
about how to control and run its projects. She also said that since the advent of the 
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agency-school, Imagens do Povo, Observatório de Favelas has not interfered in the 
initiative, allowing them to run it by themselves. Mazza’s argument is supported by 
Dante Gastaldoni, who is the pedagogical coordinator of the School. During the 
round table meeting which was held at Observatório de Favelas in January 2011, 
Dante explained that important decisions of Imagens do Povo are decided 
democratically with its students. Though Gastaldoni and other students agree that 
this process, sometimes, causes some time lapses, they argue that this practice of 
listening to others’ opinions is essential due to the importance of taking students’ 
viewpoints seriously. This practice fosters an idea that each student counts, all of 
them are not only part of the initiative but have a personal responsibility to keeping it 
alive. However, Mazza (2012b) pointed out management decisions are made only by 
Imagens do Povo’s staff. Students take part in decisions with regard to how to do 
public political actions.  
Considering the way FSF builds its networks with the locals, the analysis of its 
working practices indicated similarities with those of Curta Favela (Favela Shorts). 
Similar to this independent initiative, FSF identifies key community leaders who are 
rooted in their communities and, as such, have a good rapport in their regions. 
Building partnerships with these persons, FSF’s activities are made possible.  
4.8 CONCLUSIONS 
One of this study’s sub-questions inquires about the way in which the 
institutional framework and editorial policy of community and mainstream media 
shape photographers’ discourses, identities, and products. This chapter has 
demonstrated that regardless of whether photographers are engaged in mainstream 
media or non-governmental organisations they follow institutional frameworks and a 
set of practices that are absorbed by daily routines and/or practices of the everyday.  
Unlike community photographers – who choose what to document and for how 
long – mainstream photojournalists, working under time pressure to produce news 
stories, are forced very often to give up stories in the middle due to their duty of 
meeting publishing deadlines. Thus, time is of great importance to understand the 
process of image production by community photographers and mainstream 
photojournalists. Furthermore, time influences the relationship between those 
photographers and their subjects as well as their photographs.  
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The data analysis also indicates that mainstream photojournalists I interviewed 
do their best to do more than what is demanded by daily assignments. Besides that, 
some of those mainstream photojournalists have developed personal projects which 
attempt to contribute to social development. Thus, there is a blurred line between 
community photographers and mainstream photojournalists though their roles and 
working routines as proponents of community or mainstream media organisations are 
diverse.  
Regarding photographers’ identities, mainstream photojournalists have been re-
thinking their own identities due to the process of experimentation facing mainstream 
journalism and photojournalism. During my fieldwork in Rio de Janeiro, when I had 
the opportunity to engage in conversation with those photojournalists, I observed 
institutional changes have inflicted upon experienced mainstream photojournalists a 
great number of anxieties, though none of them has mentioned this openly. These 
include anxiety that comes together with the fear of being replaced by early-career 
mainstream photojournalists who lack experience but can master the digital 
technologies of production.  
Considering community photographers, I found that they are still building their 
own identities. Through intense dialogue with favela residents, those photographers 
reflect on their own lives, comment on representations of the favelas in the 
mainstream media, and produce counter representations of themselves. The search 
for daily assignments has given community photographers an opportunity to get to 
know about the development of their suburbs that has strengthened their feeling of 
pride in being a favelado (favela dweller) that leads to self-empowerment. Within 
this context, photography is understood less as a technical apparatus and more as a 
device of memory as well as a tool for self-recognition and change.  
Mainstream photojournalists also differ from community photographers in the 
economic capital and cultural capital that they possess. It is thus unsurprising that 
mainstream photojournalism and community photojournalism present dissimilarities. 
Bourdieu understood the social world as accumulated history that is expressed via 
the way three different forms of capital, i.e., economic capital, cultural/ symbolic 
capital and social capital, are distributed at a certain moment in time. The production 
of difference in the distribution of these types of capital differentiates and constitutes 
a certain ‘field’. Thus, a field manifests itself as a production of difference among 
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economic capital, cultural capital, and social capital. In order to understand the social 
world and the way different fields interact and differ from each other, Bourdieu 
introduced the notion of the individual agent who is embodied with habitus. As 
Benson put it, habitus is a synergy between cultural capital and social capital that 
informs the individual’s actions that shape a certain field. 
Concerning economic capital, organisations that engage in community media 
photojournalism, such as Imagens do Povo and Viva Favela, face a daily struggle to 
fund their initiatives, therefore, their economic capital is much smaller than that of 
mainstream media organisations. The latter can afford a full-time paid professional 
career for their employees by benefiting mostly from the organisations’ advertising 
revenues and circulation. By contrast, Viva Favela can only afford a very modest 
income for its community correspondents/photographers, and Imagens do Povo only 
provides its community photographers with a commercial image bank and a gallery 
space, where they can showcase their work. These differences in economic capital 
shape and give meaning to photographers’ habitus. For instance, economic capital 
determines whether community and mainstream photographers are involved in 
photography as a full-time occupation, or whether photography is regarded as one 
thing among many they undertake in order to make a living. This economic 
condition, i.e., whether or not photographers are paid, also informs their practices 
when they are photographing assignments in favelas. For instance, during the police 
occupation in Complexo do Alemão in November 2010, Severino Silva (2012) 
commented that O Dia newspaper sent all of its photographers to document the 
episode 24 hours a day, seven days a week, until the end of the process of 
occupation. By contrast, AF Rodrigues (2010), who is a community photographer 
from Maré, went to Alemão only on Friday at the end of the day when he finished his 
work at Rio’s Town Hall, and again on Saturday. The only community photographer 
who documented the whole process of occupation in Alemão was Bruno Itan, who 
lives in that neighbourhood. They both documented this episode for a personal 
pursuit. However, it is important to point out that community photographers 
photograph the favelas for the sake of their communities, while sometimes gaining 
their income from sources completely unrelated to photography. Community 
photographers take the act of photographing the favelas as a political action. That is, 
a means of producing alternative sources of information about the places they live in 
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so as to influence the people’s conceptions about the favelas and their inhabitants. 
The community photographers interviewed mentioned that when they are 
photographing assignments in favelas, they are not concerned about producing 
images for sale, but they are instead interested in engaging in conversation with the 
people in order to learn from their own stories as a means to investigate the history of 
their suburbs, the families’ generations, and thus understand themselves as favela 
dwellers. Within this context, it is safe to say that community photographers’ 
practices are aimed mostly at generating genuine representations about the places 
they live in and themselves, regardless of whether they make a living from 
photography or other activities unrelated to it.  
Mazza (2013) argues that the School of Popular Photographers has 65 
photographers who present different degrees of proficiency in photography, and each 
of photographer has a unique professional trajectory. Similarly, my findings indicate 
that some community photographers have progressed to jobs for the Rio de Janeiro 
government (e.g., Bruno Itan, Ratão Diniz and AF Rodrigues), while others are 
educators at schools (e.g., Francisco Valdean and Fábio Caffé). There are still others 
who have developed projects in their communities or have founded their own non-
governmental organisations (e.g., Maurício Hora, Nando Dias and Tony Ramos), but 
the majority have made an income by photographing local events, such as weddings.  
Thus, it is difficult to generalise about how involvement in community photography 
will affect any given photographer’s career. However, community photographers are 
trained to become professional photographers. Once the course is finished they have 
the skills to pursue careers related to photography. The fact that some are educators 
at Imagens do Povo and other photographic schools, freelance photographers or even 
have a full-time occupation as photojournalists is reflective of this. 
Viva Favela and Imagens do Povo have enabled favela dwellers to become 
active media producers and, as such, the voice of their communities, these initiatives 
therefore possess a great amount of cultural capital. Cultural capital is expressed via 
the achievement of many awards. For works created by photographers connected to 
Viva Favela, these awards include Prêmio Ponto de Mídia Livre in 2009; Finalist of 
the Stokholm Challenge Award in 2008; Finalist of the International Stokholm GKP 
in 2007; Documentary Photography Distribution Grant by Open Society Institute 
(George Soros Foundation, NY); Honorable Mention by Vladimir Herzog de Anistia 
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e Direitos Humanos (Wladimir Herzog Award) in 2005; Prêmio Telemar de Inclusão 
Digita in 2004; Best project of digital inclusion by International Wireless 
Communication Association in 2001). For works created by photographers 
connected to Imagens do Povo, these awards include Cultura Nota 10 in 2004; Faz 
Diferença in 2007; Honorable Mention by Web Photo Prix Award in 2011.  
In addition to formal awards, favela residents gain status as community 
correspondents/ photographers, and the prestigious professionals who participate in 
these projects denote the cultural capital of Viva Favela and Imagens do Povo. For 
instance, Imagens do Povo has attracted renowned photographers who want to 
collaborate with the initiative by giving lessons and seminars at School of Popular 
Photographers. Milton Gurand, André Cypriano, Marc Riboud, Martine Frank, Gary 
Knight, Balazs Gardi, Charif Benhelima, Andrej Balco, and Giorgio Palmera are 
some examples.  
Concerning Rio’s press, the situation of the economic and cultural capital of 
the newspaper industry affects mainstream photojournalists’ habitus and ability to 
negotiate the publication of their photos in the newspaper. Section 4.2.2 indicates 
that Wilton Júnior from Grupo Estado (Folha group) as well as Luís Alvarenga and 
Wânia Corredo from Extra and Domingos Peixoto from O Globo (Globo group) 
present a higher degree of freedom to get their photo assignments published in the 
newspaper, when compared to Severino Silva and Ernesto Carriço who work for O 
Dia (Record group). Silva mentioned advertisements are very often favoured over 
their photographs, and thus photography is losing space in the newspaper. Likewise, 
Carriço (2010), during the interview, mentioned that the photo editor from O Dia 
encourages the photographers to pursue different photographic languages only as a 
personal pursuit. It seems to suggest the more economic capital a newspaper possess, 
the more freedom journalists and photojournalists have to carry out their job. The 
degree of cultural capital that photojournalists possess also influences on the 
capability of photographers to negotiate the publication of their photos in the 
newspaper. Photographers’ cultural capital is expressed via the awards they have 
received and the number of times they have their photos published in the front page.  
The analysis of Imagens do Povo, Viva Favela and Fotografi Senza Frontiere 
leads to an understanding that community photographers regardless of whether they 
are based in Brazil, Nicaragua, Algeria, Uganda, Panama, Palestine and Argentina 
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have in common an attempt to document, store and communicate their cultural 
heritage. The data indicates that community photographers strive to generate a 
positive visual record of the development of their communities for future 
generations. Documentary photography in marginalised communities is about the 
documentation of the daily struggles for survival that emerge through a myriad of 
images of the everyday life of forsaken communities. Images that call for an 
acknowledgement that everyone has a right to be portrayed in a context of dignity 
and integrity. Or in Lucas’ words, “everyone has a physical life, an intellectual life, a 
spiritual life, an emotional life, a life of the senses and an aesthetic life” (Lucas 2012, 
13), which are the core values of human dignity.  
At the beginning of this study, I did not intend to look at violence and 
criminality in Rio de Janeiro. However, the fieldwork showed me I could not 
understand the working practices of community and mainstream photographers 
without understanding the socio-spatial borders and the state of violence in Rio de 
Janeiro. In the next chapter thus I examine how the borders and urban violence shape 
community photographers’ and mainstream photojournalists’ working practices, 
identities, and discourses within the favelas. 
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Chapter 5: The influence of socio-spatial 
borders in the working practices 
of community and mainstream 
photojournalists 
5.1 INTRODUCTION 
In this chapter I examine how community and mainstream photographers’ 
working practices, identities, and discourses reflect the social-spatial divide in Rio de 
Janeiro. If understanding the image production of favelas is deeply connected to 
understanding the power relations that take place in Rio’s low-income suburbs, there 
is a need to explore the relationships among police officers, mainstream 
photojournalists, community photographers, drug dealers, and favela dwellers.  
Theories developed to explain urban violence in Brazil demonstrate the 
complexity of the theme and the impossibility of generating simple responses. Two 
different approaches were identified to explain the high levels of violence in Rio de 
Janeiro. One conceives Rio de Janeiro as a ‘divided city’, where there is the 
existence of a ‘parallel power’ inside favelas. The other is a neo-clientelist approach, 
which looks at practices of clientelism; the interconnections among criminals, civic 
leaders, politicians, and police (Arias 2006, 297).  
Cidade Partida (divided city) is a term coined by journalist Zuenir Ventura 
(1995) who, after having lived 10 months in Vigário Geral, described the 1993 
massacre of 21 of that favela’s residents by police. However, the socio-spatial 
apartheid described by Ventura, which divides the favela, on one side, and the city, 
on another, can also be observed among favelas which are ruled by different drug 
gangs. As the data analysis indicated the existence of socio-spatial borders all over 
the city of Rio de Janeiro, this study adopted the idea of a ‘divided city’ without 
denying interconnections between favelas and the city’s political life.  
Given the overall aim of this chapter, the following section examines urban 
violence in Brazil, particularly in Rio de Janeiro. Later in the chapter, through 
undertaking analysis of Planel’s rushes and my interviews, I demonstrate how the 
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increased levels of violence in Rio’s favelas have influenced the working lives of 
photographers from community and mainstream media organisations.  
5.1.1 Urban violence in Brazil 
According to Valladares (2008, 10-11),  the campaign called ‘O Rio contra o 
crime’ (Rio against crime) promoted by the major Brazilian broadcaster, Globo, in 
partnership with the Brazilian Institute of Public Opinion (Ibope), was a public 
expression of the increased sense of insecurity that spread out over the main 
Brazilian cities in the 20 after 1984. It was a result of the rise in individual and 
collective violence, such as: kidnappings, massacres, and arrastões – organised 
youth gangs which cleaned out the fashionable beaches of Rio de Janeiro. On the 
other hand, it also included the involvement of police officers in corruption, 
racketeering, and other criminal activities which was denounced by national NGOs 
and international human rights organisations.   
From Zaluar’s (2005, 339) perspective, the rise in violence in Brazil is a result 
of a complex process which embraces the new social, economic and political 
environment. Within the Brazilian democratisation process after 1984, which 
accompanied expanding capitalist markets that harnessed the ‘mass consumption of 
style’, Brazilian society saw an alarmingly increase in crime. As the ‘mass 
consumption of style’ demanded the consumption of expensive goods, the growth in 
crimes against property, thefts and mugging, and also against life, assaults and 
homicides was substantial. Zaluar rejects the argument the rise in violence in Brazil 
is a consequence of the Brazilian process of democratisation. “Institutional 
corruption, disrespect for law, inefficiency, and discrimination in the justice system, 
as well as urban violence, have increased alarmingly - despite the advent of 
democracy after 1984. These have been linked to the illegal drug trade” (Zaluar 
2005, 339). 
From a different viewpoint, Misse and Lima’s (2006) Crime e violência no 
Brasil contemporâneo: estudos de sociologia do crime e da violência urbana (Crime 
and violence in contemporary Brazil: studies of sociology of crime and urban 
violence) attempted to reflect on a myriad of meanings which the term ‘violence’ 
acquired through different periods and historic epochs, and also determined which 
significations remained. Misse and Lima (2006, xi) argue what is regarded as ‘urban 
violence’ today is one of diverse manifestations of the shift from blood crimes, 
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which were very present in the past, to property crimes, such as: burglary, assaults, 
mugging, larceny, and thefts, which are still being perpetuated. Here the criminal 
violence reintroduces itself as a novel pattern in modern societies. In this context, 
urban violence is linked to manifold events which are not necessarily associated with 
the meaning of the term violence, but seems to be linked with a novel way of life of 
the major cities in the period of late modernity (Misse and Lima 2006, xi).  
Regarding the city of Rio de Janeiro, Misse and Lima (2006, 184-185) 
identified two phases of the illegal market which were a consequence of the shift of 
the jogo do bicho  (clandestine lotteries) to the advent of cocaine trafficking, which 
continue to present times. The first drug trade was controlled by the Comando 
Vermelho (Red Commando) from the late 1970s to the late 1980s. The second started 
with the segmentation of the cocaine market among different gangs who have fought 
with each other to gain control over drug territories. This change was accompanied 
by an alarmingly increase in violent confrontations in Rio’s favelas. Armed 
confrontations involving rival drug gangs, and also the police, reached their peak 
between 1985 and 1992, when the growth in police brutality in Rio’s favelas was 
also observed.   
Based on Max Weber’s political capitalism, Misse and Lima coined the term 
‘political commodities’ to explain economic transactions whose financial gains are a 
result of power relations and violence rather than pacific agreements. In so doing, 
they (Misse and Lima 2006, 212) also indicated the existence of two intertwined 
illegal markets in the city of Rio de Janeiro: (1) one which negotiates illegal 
economic commodities, mainly, drugs and stolen and purloined goods, such as: 
lorries, motorcycles, cars, jewelleries, and household appliances; and (2) another 
which parasitises the former by managing and negotiating ‘political commodities’ 
that belong to the state (prison release, weapons from state agencies, and public 
documents). The structure of this one has similarities to that of the mafia (Misse and 
Lima 2006, 239).  
Misse and Lima (2006, 239) share the same view with Zaluar (2005, 339) 
when she says: “This illegal economy straddles formal and informal markets, and 
connects governmental agencies or institutions with the business of drugs. Drug-
related enterprises permeate many sectors of society”. She also suggests the illegal 
drug trade in Brazil is a result of four Brazilian historical characteristics. The first is 
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the rise in inflation which ravaged Brazil from 1978 to 1994, and fostered the idea of 
‘easy money’. The second is the proliferation of informal jobs, like illegal on street 
vendors. The third is he military dictatorship between 1964 and 1984 which 
employed torture, illegal arrests, and censorship. The fourth is the structure of the 
Judiciary which “reproduce trajectories of criminality” (Zaluar 2005, 341).  
Zaluar (2005, 341) points out members of the military dictatorship turned into 
extortion groups by getting involved in jogo do bicho and, then, drug trafficking. 
These extortion groups killed drug dealers and demanded the share of drug profits. 
On the other hand, the Judiciary that is supposed to have independent power has been 
influenced by appointments of top judicial members by the Executive arm of 
government. “The executive also appoints the officials who monitor and audit 
national expenditure. These have become sites of corruption, as some of the officials 
lack the autonomy and the will to combat violations of the law effectively” (Zaluar 
2005, 341). Thus, the legal police repression against drug gangs and the negotiation 
process of political commodities are mixed up together by employing violence and 
threats under which the economy of corruption operates. The socio-historical 
Brazilian context, and the understanding of the structure of drug gangs in Rio’s 
favelas illuminate important issues. One issue is about why favela communities 
sometimes prefer the presence of drug dealers to the police.  A second relates to the 
difficulties mainstream news workers face to gain access in favelas. A third issue is 
why community photographers resist photographing drug dealers. 
The relevance of this section for the media and/or photojournalism is to 
understand how the escalation of armed violence in Rio de Janeiro ended up leading 
the mainstream press to change its working practices in order to safeguard its 
employees’ lives. In addition, this provides background information to reflect on 
different networks of power and relationships that take place in the favelas. This will 
be further investigated in Section 5.2.3.  
5.1.2 The ‘movement’ in Rio de Janeiro’s favelas  
The illicit retail drug market that sells mainly marijuana and cocaine across 
Rio’s low-income suburbs, peripheries and favelas is called the ‘movement’. Misse 
and Lima (2006, 229) argue the movement in Rio de Janeiro, in comparison to other 
Brazilian cities, has specific characteristics, such as: relative local organisation; 
proto-political intentions; and the capacity to reorganise locally and build horizontal 
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networks of mutual protection between different groups of dealers from the same 
and/or allied commandos.  
Relative local organisation and proto-political intentions refer to the 
development of the Commando Vermelho (Red Commando) from the 1970s, during 
the military regime, to today. The history of Commando Vermelho is the history of 
the development of urban guerrilla that claimed for a ‘rebellion against poverty’ 
through the burglary of cars, security vans, gas stations, organisations, and banks. 
The burglars called themselves Falange Vermelha.  
Likewise political prisoners, they fought for the de-escalation of violence in the 
resolution of conflicts, the strength in solidarity between inmates and the 
enforcement of the entitlements in the prisons. Between 1981 and 1986, some 
burglars were released from prison after having bought ‘political commodities’ 
(prison release, weapons from the Brazilian Army, and protection in case of prison 
escape), consolidating their criminal activities across Rio de Janeiro. Afterwards, the 
Falange Vermelha became involved in cocaine trafficking, particularly, from the 
1980s onwards. At that time, there were two major drug gangs: Falange Vermelha 
and Falange do Jacaré. The Falange Vermelha was named Comando Vermelho by 
the Rio’s press. The ‘Falange do Jacaré’ became later on known as Terceiro 
Commando (Third Commando).  
This first stage of drug trafficking in Rio presented a proto-political discourse, 
particularly, from leaders of Commando Vermelho who advocated for a ‘rebellion 
against poverty’. These criminal organisations were controlled by leaders inside the 
prisons. Nowadays, other drug gangs emerged such as Comando Vermelho Jovem 
(Youth Red Commando), and Amigos dos Amigos (Friends’ friends). Whereas they 
are fragmented, they are still claiming themselves as part of one commando or 
another, that is why drug gangs in Rio present relative local organisation (Misse and 
Lima 2006, 230-235). 
In comparison to major foreign cities all over the world, the movement is 
neither directly subjected to major wholesalers nor family-based like mafias even 
though the illegal retail drug market includes family members in Rio’s favelas. 
However, this relationship seldom goes beyond the head of the drug trading point 
(dono da boca de fumo) or the managers of the movement, and the networks of 
mutual protection are fragmented and vulnerable.  
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The structure of the drug market is very often built by parental relations, old 
friendships and nepotism, because the managers need to create trusting relationships. 
However, this structure happens only in the positions of management. Regarding the 
relationship between drug lords and favela communities, Misse and Lima (2006, 
237) explain four different relations: (1) the local hillside boss (dono do morro) 
inherits the business and is a leader recognised and supported by half of the 
population of his community; (2) the owner and the managers are born and grew up 
in the community. They belong to local families, respect the residents and protect 
them against external criminals. They invest in local services to improve their 
communities, help people who need it most and have political influence. 
Nevertheless, they have less than 50% of their community support; (3) centralised 
tyranny: domination without pretensions of being locally legitimised.  It is 
centralised in just one boss who imposes his influence by force and fear, and isolates 
himself from the community. The head of the drug trading point is a foreigner in the 
community, but he has local contacts who act under his surveillance. The power is 
conquered by invasion and fights between different drug gangs; and (4) segmented 
tyranny: different foreign owners in the community who fight relentlessly to gain 
control over the territory by employing violence, force and fear. They do not care 
about the residents.  
The first two modes of domination were controlled by people whose age was 
between 26 and 35 years old, while the last two were managed by young adults aged 
18 to 25. From 1986-87, with the recurrent imprisonment of senior drug dealers, the 
shift between those kinds of domination was observed. “The generalisation of the 
police extortion and the purchase of political commodities contributed to the 
amplified reproduction of networks and the generalisation of the employment of 
violence in the resolution of conflicts” (Misse and Lima 2006, 238).  
The abandonment of favela communities by the state and the Rio’s society for 
over a century ended up laying the bases for the increase in the influence of drug 
trafficking across Rio’s low-income suburbs. Drug gangs began playing the role of 
the state government by ruling the everyday life of favela communities, resolving 
disputes which eventually might occur, and sometimes financing social services to 
improve the favelas. Maurício Hora (2010), who is a community photographer from 
Morro da Providência (Providential Hill), during the interview, used a popular 
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Brazilian expression to say “the community dance according to the song, however, 
the state never provided it”. In other words, favelas are ruled by drug gangs, not by 
the state. The current discourse thus states that it is the parallel power which controls 
the favelas.  
Arias (2006, 293-294) opposes this statement by arguing there are networks in 
Rio’s favelas which connect drug traffickers, politicians, civic leaders, and police 
officers. Instead of creating parallel powers inside the favelas, networks are built to 
link different dimensions of power to enable drug gangs to engage in political 
activities, and to “appropriate state power and social capital that make their ongoing 
criminal activities possible”. Reaching agreements with politicians is of primary 
importance to traffickers finance social services in favelas.  
Politicians cannot work openly with traffickers since such actions could lead 
to a scandal. Nevertheless, many politicians need the support of the 
traffickers in order to secure access to a favela’s votes. Traffickers also want 
to work with politicians in order to reinforce their position as accepted local 
patrons and to obtain resources to help in their efforts to deliver services to 
residents. (Arias 2006, 306-307) 
In this respect, Arias shares the same argument with Misse and Lima’s (2006) 
argument about political commodities. Regarding the relationship between drug 
dealers and their communities, Arias (2006, 300-301) supports Hora’s argument by 
indicating that maintaining good relations with favela communities is essential, 
because traffickers need residents’ silence to avoid arrest. Moreover, drug dealers 
lack political skills, which are essential to negotiate political commodities with 
politicians and resolving conflicts with favela residents.  
The political operations of traffickers and their allies go well beyond indirect 
links with politicians. Presidents of Associações de Moradores (Residents’ 
Associations, AMs) serve as critical mediators by smoothing difficult relations 
between residents and traffickers and deploying various political strategies on behalf 
of traffickers and favela residents. This mediation is especially important since 
traffickers must operate within local norms of honour and reciprocity in order to 
retain residents’ support (Arias 2006, 299) 
The rise in drug gangs’ influence in favelas consolidated the boundaries among 
favelas that are controlled by different gangs. Community photographers, whom I 
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interviewed, mentioned that a person who lives in a favela ruled by one gang cannot 
go to another, which is ruled by a different one, for instance. A community 
photographer Maurício Hora (2010) commented the difficulty for youths to have 
access to education in the Morro da Providência. Once he talked to drug dealers to 
ask their approval to the Rio de Janeiro government to build a school in his 
community, as there was no high school there. If the youth intended to remain 
studying they needed to go to different suburbs to do it. Nevertheless, the closest 
suburbs Catumbi and Caju were ruled by different drug gangs, in other words, youths 
from Morro da Providência were not allowed to go there, and if they went they 
would be killed.  
Rodrigues Moura, a community photographer from Complexo do Alemão also 
described the paradox of the cemented boundaries between the 26 different favela 
communities which are encapsulated in the Complexo do Alemão.  
Together, they’re called Complexo de Favelas do Alemão (Complex of 
German Favelas). But there’s an interesting paradox in it. The people from 
Fazendinha don’t go to Canita, why? ‘Well, I don’t know, it’s dangerous’. 
The people from Canita don’t go to Joaquim de Queiroz. ‘Why don’t you go 
there?’ ‘No, it’s dangerous there’. Whatever. The people from Canita don’t 
go to Nova Brasília. ‘Why don’t you go to Nova Brasília, guy?’ ‘Oh no, no 
way’. Take a look, the one from Fazendinha says that Canita is dangerous. 
Another from Canita says Joaquim de Queiroz is dangerous. Joaquim de 
Queiroz says Nova Brasília is dangerous. The Nova Brasília says Fazendinha 
is dangerous, so, all of them are dangerous, aren’t they? Actually, there’s no 
danger, the danger is everywhere. (Moura 2010) 
Moura’s last phrase is also a paradox, because if there is no danger, how can 
danger be anywhere? This paradox can be thought of in relation to community 
photographers’ pursuits to change the current idea which conceives the favelas as 
exclusively places of violence and criminality. What Moura’s statement actually says 
is that there is danger everywhere, there are criminals everywhere; the favelas are not 
sources of crime and violence, nor are their residents predestined to turn into 
criminal activities.  
Against the current discourse that weaves a strong alliance between favelados 
(favela dwellers) and criminal activities, community photographers have pursued 
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generating novel representations of favelas in order to provide the Rio’s society and 
authorities with alternative sources of information. In other words, they have taken 
documentary photography as a right to communicate that implies the freedom of 
speech combined with the practice of listening. This practice comes together with a 
right to participate in decision-making processes, when favela residents speak their 
minds about which kind of society they wish for. This emerges as an aspirational 
ideal that has not reached fruition yet.  
The shift of perception about the favelas, in other words, the acceptance of the 
favelas as part of the Rio’s formal city would represent the recognition of favela 
residents as citizens who share the same entitlements and responsibilities. The 
militarised approach to public security which has been adopted in Rio to tackle the 
urban violence, in this context, would become highly questionable.  
5.1.3 The UPP – Pacifying Police Unit 
To tackle the sense of insecurity and fear among many sections of Rio’s 
society, and, on the other side, to clean up police image, the Rio de Janeiro 
government set up the first UPP (Unidade de Polícia Pacificadora - Pacifying Police 
Unit) at the favela of Santa Marta in December 2008. It aimed to re-establish control 
over Rio’s low-income suburbs territories, strengthen the dialogue with favela 
residents, and increase community participation (UPP Repórter 2009). The idea of 
UPP is to break into a favela ruled by drug gangs, drive out its drug traffickers, 
confiscate their weapons and drugs, and put down its drug trade points. This stage is 
followed by the second which is the occupation itself. A special police unit, which is 
inspired in US and Canadian models of community policing, is then stationed inside 
the favela permanently (Veloso 2010, 263).  
Rio’s process of pacification though has shown uneasy contradictions due to 
challenges facing police in interacting with favela dwellers who are unwilling to trust 
police officers who have a long history of corruption and abuses in the favelas. 
Furthermore, there is a fear that Rio de Janeiro government’s initiative is aimed 
primarily at government election campaigns and/or attempts to build an atmosphere 
of security for coming international events, such as World Cup in 2014, the Olympic 
Games in 2016, and environmental events like the Rio+20, United Nations 
Conference on Sustainable Development. In addition, UPPs raise other questions, 
such as:  
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is the best strategy to ‘urbanise’ the favela and thus make it truly part of the 
‘formal’ city, or should the city come to terms with the fact that favelas have 
become nearly independent from the city, with their own rules, their culture, 
their specificities and, most importantly, their informal nature, as shown by 
the fact that virtually all housing is auto-constructed on squatted land (Alvito 
& Zaluar, 2005; Valladares, 2005)? (Veloso 2010, 261-262) 
This dilemma can be, interestingly, juxtaposed with Naddar’s (2010) statement 
about the process of pacification in the favelas. During the interview, the mainstream 
photojournalist declared that UPPs generate a tension between entitlements and 
responsibilities in the favelas. Naddar said:  
You can’t enter a community, drive out the traffickers, pacify it, demand the 
payment of things which are asked here on the ‘asphalt’, and believe that a 
person will be able to pay the bills by earning the same wage. If you earn 
500 reais, but have clandestine cable TV, water, all those clandestine things, 
and pay nothing for living, from the moment on that you begin paying taxes, 
those 500 reais which were able to make you absolutely happy would mean 
nothing. (Naddar 2010) 
The discussion about entitlements and responsibilities recollects the words of 
Mahatma Gandhi to the Director General of UNESCO in1947, “I learnt from my 
illiterate but wise mother that all rights to be deserved and preserved came from duty 
well done. Thus the very right to live accrues to us only when do the duty of 
citizenship” (Hamelink 1996, 12). Pacifying Police Units still a very controversial 
topic in Rio de Janeiro due to the complexity of questions the project has raised. The 
process of making favelas part of the ‘formal city’ embraces a more complex and 
difficult process that is to provide favela dwellers with conditions to truly do the duty 
of citizenship. This would involve reflecting carefully on social inequality, wealth 
distribution in order to lay the bases for sustainable development. This study has a 
different aim though. The relevance of looking at Pacifying Police Units lies in 
investigating how the process of pacification in favelas has transformed and 
influenced the working practices and identities of community and mainstream 
photojournalists as well as the relationships with favela residents and access to 
pacified communities.  
No discussion of UPPs in Rio de Janeiro would be complete without noting the 
growth of paramilitary militias in the west zone of the city. Paramilitary militias, 
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“composed largely of off-duty and retired police and military personnel, have begun 
wresting control of entire neighborhoods away from the organized drugs factions and 
setting up their own private protection rackets” (Shyne 2010, 24). Shyne indicates 
that the institutionalisation of corruption and brutality within Rio’s Civil and Military 
Police has been reinforced by “inadequate training and a pervasive culture of 
impunity for police wrongdoing of every kind” (Shyne 2010, 22-23). As a response 
to police abuses, favela residents and community correspondents have used the Viva 
Favela portal and other social media and networks to denounce police wrongdoings 
in ‘pacified’ favelas, and question Rio de Janeiro government’s initiative. They very 
often state UPPs have enabled militias to gain control over ‘pacified’ favelas. 
Section 4.4.1 presented community photographers neither denounce drug 
trafficking, nor police abuses in favelas. Nevertheless, within the establishment of 
UPPs across Rio’s favelas, their residents have begun to organise street parades to 
protest against abuses committed by police officers in ‘pacified’ favelas. These 
protests have been documented and published on the Viva Favela portal and other 
social media. In addition, favela residents have used Facebook and Twitter to 
organise their political actions and street parades.  
Thus far this chapter has indicated different networks of power that take place 
in the favelas. Section 5.2.1 will demonstrate that the rise in the influence of drug 
dealers in favelas led Rio’s mainstream media to change their working practices due 
to security reasons. The change in mainstream journalists’ working practices resulted 
in the reinforcement of social and spatial borders across the city. From the next 
section onwards, four theoretical definitions that emerged from the interviews I 
conducted and Planel’s rushes are presented. This contributes to an understanding of 
how community photographers and mainstream photojournalists have coped with 
these networks of power to document the daily life of favela communities.  
5.2 CATEGORIES 
I understand categories as a result of the constant comparison and data analysis 
between different codes and properties which emerged after the process of coding the 
data. They resulted from my attempts to interact with the data and move into a more 
analytic context (see Section 3.6.1).  
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The categories present a process that embraces the increase in armed 
confrontations in the city which resulted in the breakdown between the mainstream 
media and the favela communities. Furthermore, different kinds of relationships and 
power relations which take place in Rio’s favelas, and, subsequently, a gradual return 
of mainstream journalists and photojournalists to ‘pacified’ favelas are investigated. 
Table 5.1 summarises these categories.  
Table 5.1 Summarising the categories 
 
Building the wall means a process which includes the rise in violence and armed 
confrontations in favelas, and a gradual abandonment of favela communities 
by the mainstream media. 
Feeling offended emerges as a result of the breakdown between favela dwellers and 
mainstream photojournalists. It expresses how community photographers, 
mainstream photojournalists and favela residents are affected by the state of 
violence in Rio de Janeiro. 
Disturbing the favela system means different kinds of relationships which take place 
in Rio’s favelas which involve drug dealers, residents, community and 
mainstream photojournalists, and police officers. 
Opening the doors refers to a process which has occurred since a program called UPP 
(Unidade de Polícia Pacificadora – Pacifying Police Unit) was established in 
the favela of Santa Marta in December 2008. From that moment, Rio’s low-
income suburbs have experienced a police intervention which has 
transformed the everyday life of those communities. In addition, ‘opening 
the doors’ explains the encounter between community and mainstream 
photojournalists and its outcomes.  
 
Once the categories are summarised, the next step is to expand, clarify, and 
explicate them to illuminate the practices, identities, and discourses of community 
photographers alongside those of the mainstream media.  
5.2.1 Building the wall  
The category ‘building the wall’ tells the story of a process which has occurred 
in Rio’s favelas, especially from the 1980s. It has reinforced socio-spatial borders 
among favelas, on one side, and the city, on another. This process embraces (1) the 
increased levels of violence; (2) the rise in the influence of drug trafficking; (3) the 
lack of access and sources of information in favelas ruled by drug gangs; (4) the 
consolidation of the idea of the broken city, and (5) the rupture between the 
mainstream media and the favela communities.  
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‘Building the wall’ means manifold events which together have cemented 
boundaries all over the city of Rio de Janeiro, not only in terms of the divide between 
the city and the favelas, but also among favelas. These divisions have also influenced 
policy-making processes.  
The mainstream photojournalist Wilton Júnior (2010) from Grupo Estado 
explained how mainstream journalists and photojournalists’ work practices were 
transformed to cope with the violent context in Rio de Janeiro. He has witnessed the 
relationships between journalists, photojournalists, and favela communities since the 
1980s. Júnior has been in newsrooms since 1987, when he was 13 years old, because 
he used to accompany his father who was also a photojournalist. During the 
interview, Júnior (2010) explained that during the 1980s his father and other 
photojournalists used to go into the favelas to listen to favela dwellers’ viewpoints 
about violent and/or everyday events, even though they had to negotiate access with 
local residents’ associations. After the 1980s, having access to Rio’s low-income 
suburbs was gradually becoming a challenge because this period saw a steady 
increase in the use of weapons by drug gangs and the loss of credibility by the police. 
It was a result of police engagement in criminal activities, such as bribery, 
kidnappings, torture, racketeering, and homicide. Júnior’s experience was shared by 
other very experienced mainstream photojournalists, such as Severino Silva (2010) 
and Domingos Peixoto (2010). 
According to Misse and Lima (2006, 184-185), the rise in the influence of drug 
trafficking and increasing levels of violence, police brutality, and armed 
confrontations in favelas reached their peak between 1985 and 1992. However, the 
photojournalist Domingos Peixoto (2010) pointed out that he had witnessed the 
increase in the use of high-powered weapons by drug gangs since 1993-94. From that 
time, he has covered intense armed conflicts in Rio’s favelas. From the mainstream 
media perspective, this process of violence reached its peak on June 3, 2002, with the 
killing of the award-winning investigative reporter with TV Globo, Tim Lopes, in the 
favela of Grota in Complexo do Alemão.  
Lopes had received Brazil's most important journalism award in December 
2001 for a TV Globo report on drug trafficking. The report, titled "Drug 
Fair," and broadcast in August 2001, was filmed with a hidden camera and 
showed how traffickers sold drugs in a makeshift open drug market in a 
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favela outside Rio de Janeiro. Reporter Cristina Guimarães, who co-
produced the piece with Lopes and two other colleagues, received death 
threats in September 2001 and had to leave Rio de Janeiro State, according 
to the daily O Estado de S. Paulo. The daily Jornal do Brasil reported that 
Lopes had also received threats for the report. (Committee to Protect 
Journalists 2002b) 
On June 2nd, 2002, Lopes went back to Vila Cruzeiro in order to continue his 
investigative report about the sexual exploitation of teenage girls in Funk parties, 
which are often financed by drug gangs in Rio’s favelas. He was kidnapped in Vila 
Cruzeiro at around midnight and taken to Favela da Grota in Complexo do Alemão 
where the local drug lord Elias Maluco (Crazy Elias) was.  
They tied Lopes' hands, forced him into a car, and took him to the favela 
where Pereira da Silva was staying. There, they beat the reporter and shot 
him in the feet to keep him from escaping. Then they held a mock trial and 
sentenced Lopes to death. Pereira da Silva killed Lopes with a sword, and his 
body was burned and buried in a clandestine cemetery, said the suspects. 
(Committee to Protect Journalists 2002a) 
This episode marked the end of the negotiation process between the 
mainstream media and the favela communities. Before Lopes’s murder, mainstream 
journalists and photojournalists used to negotiate with Associações de moradores 
(Residents’ associations) which mediated their access to the favelas. In other words, 
a person from the local residents’ association used to contact drug dealers to explain 
journalists and/or photojournalists’ endeavours. If they had their approval, journalists 
and photojournalists were allowed to go into the favela. Though they had drug 
dealers’ permission, they operated under strict surveillance. After the death of Lopes, 
this process of negotiation came to an end.  
Júnior (2010) clarified a complex process which involves police corruption and 
their relationship with drug gangs; the way mainstream journalists and 
photojournalists started to be viewed by favela communities; Lopes’ case; and how 
drug dealers took mainstream journalists and photojournalists as targets.   
The drug traffickers give money to the police, give money, give money, 
then, some day, they say: ‘We don’t give any more’. The guys (police 
officers) go there and kill an innocent from that community. Afterwards, the 
community replies by burning buses, doing this and that, and nothing is 
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done. However, in this between, there is the press, and the press begin 
reporting… and. every time they report, they go very often where the police 
are. The community begins to associate journalists with police officers. ‘The 
journalists just come here together with the police’. But, the policeman who 
goes there is the same one who was receiving money and shaking hands with 
drug dealers the day before. Those things were raising throughout the time 
until reach the Tim Lopes’s episode – a journalist who a year before did an 
award-winning report about the cocaine market in the favela of Grota 
(Complexo do Alemão), and was kidnapped in the favela of Vila Cruzeiro a 
year after. Tortured and murdered. However, he was captured and the drug 
traffickers, the criminals, classified him as, a term that they use, it is called 
‘x9’, it means, an informer, a person who is there to gather information 
about those people. At that moment, the gap, which had been excavated, was 
concretised, indeed. And, there was a thing like ‘it’s not allowed, indeed’. 
‘It’s not allowed’. ‘For security reasons, you don’t go any more’. In the past 
you used to do an effort to do the job. ‘No, we aren’t here together with the 
police’, ‘we’re gonna document the community from a different 
perspective’, however, there was still a deal, but, from the death of Tim 
Lopes, this had to come to an end. (Júnior 2010) 
According to Moretzsohn (2003), Lopes’ case provoked an intense debate 
among the civil society, journalists, and scholars in Brazil concerning safety 
precautions for journalists, the methods use by them, i.e., the use of hidden cameras, 
the limits of doing assignments in high risk areas as much as the way journalists 
portray and deal with those living on the margins of the society. There is a consensus 
among photojournalists that Lopes’ case marked a rupture between the mainstream 
media and the favela communities. Some mainstream media companies adopted 
formal rules of security and explicit norms that changed their working practices, and 
some even stopped allowing their professionals to undertake journalistic reports in 
favelas. Bulletproof vests and cars were adopted and journalists did special training 
to work in areas of high risk. 
Severino Silva (2010) from the daily O Dia, who has worked as a 
photojournalist for over 25 years, during the interview, commented on before the 
killing of Tim Lopes there was a section called Comunidade (Community) at the 
newspaper that he used to work. There different reports about a great sort of aspects 
of the favelas were prominently published. However, Lopes’s episode led media 
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companies to change their working practices which resulted in the consolidation of 
borders between the formal and the informal city (the favelas).  
Lopes’s death did not substantially influence community photojournalism. In 
2002, community photojournalism was a rare phenomenon. The concept was in its 
infancy, and numbers of community photojournalists were miniscule. At the time, of 
the major community photojournalism players, Viva Favela had only just been 
formed and was not yet very active, and it was years before Imagens do Povo had 
been set up. Community photojournalism was not sufficiently well established for 
any attributes to be cemented or changed by Lopes’s murder. While Lopes’s murder  
was perceived as a big issue for mainstream media personnel due to concerns about 
safety risks in the favelas, there has been no evidence emerge to suggest it was 
considered more significant by Rio’s favela dwellers than any other act of crime or 
violence within the favelas. Despite the fact that Brazil is considered to be at peace, 
its high death rates caused by urban violence indicate the number of people who die 
in the country every year is much higher than in those regions around the world that 
are officially at war. Brazil is ranked 18th out of the 58 most violent countries in the 
world (Geneva Declaration on Armed Violence and Development 2011). Although 
the murder rate is highest inside the favelas, outside the favelas the rate is also much 
higher than world averages. The Committee to Protect Journalists reports that since 
1992, 27 journalists have been murdered for reasons that have been confirmed as 
related to their work, and a further nine journalists have been murdered in crimes 
where the motive is yet to be confirmed (Committee to Protect Journalists 2013). The 
murder of journalists is not a phenomenon that is exclusively related to their work in 
the favelas. Despite the differences between community and mainstream media 
photographers, the reality of Tim Lopes’s experience is one of many events that 
reiterates the difficulty of being seen as a ‘traitor’ by drug operators (see Sections 
4.4.1 and 5.2.3).  
This section has demonstrated that the murder of Tim Lopes consolidated the 
divide between favela communities and mainstream media personnel. The next 
category explores the consequences of this rupture that affected both poles: favela 
residents and mainstream photojournalists.  
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5.2.2 Feeling offended 
The expression ‘feeling offended’ comes directly from the words of 
photojournalists and favela residents. It describes the breakdown between 
mainstream photojournalists and favela residents. I heard this and similar terms used 
when analysing recorded interviews and Planel’s rushes, which also include the first 
encounter between community and mainstream photographers in 2008 at the Viva 
Rio NGO and the Foco Coletivo (Collective Focus) Forum which was held at Ceasm 
- the Maré Centre for Studies and Solidarity Action, in Maré Complex, in 2009.  
Community correspondents/ photographers very often mentioned that they felt 
offended when mainstream journalists and photojournalists went into their 
communities wearing bulletproof vests or accompanied by the police. On the other 
hand, mainstream photojournalists also declared they should feel offended, because 
they became targets of drug dealers when they were the only ones who were 
exposing the armed confrontations in favelas. Nevertheless, the expression ‘feeling 
offended’ brings to light important issues which underline discussion between 
community and mainstream photographers.  
From community photographers’ perspectives, it emerges as a claim to be 
heard and recognised as citizens who held equal opportunities and human rights, 
including the right to life. During the interview, Itan (2011) explained that during the 
police intervention in Complexo do Alemão, every mainstream journalist/ 
photojournalist was wearing a bulletproof vest and safety cap. In contrast, he covered 
the conflict located inside the favela wearing shorts, t-shirt, and thongs/flip-flops. 
Suddenly, he asked himself: ‘What’s the difference between their lives and my 
own?’ (Itan 2011). Favela residents live between different sorts of violence and 
disputes. In their daily lives, they have to learn how to cope with drug gangs, police 
corruption and brutality, and the obliviousness of the state and Rio’s society. Within 
this context, ‘feeling offended’ emerges as a cry for residents to be viewed from a 
humane perspective, rather than in association with criminality, violence, and 
shortage. Community photographers have strived to establish a positive view about 
the favelas and themselves, because they argue that they also have a right to be 
portrayed in a context of dignity. In addition, they attempt to present favelas as 
places of culture, solidarity, happiness, creativity, where human beings work, have 
fun, and face a daily struggle for having dignity in life.  
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In contrast, mainstream photojournalists express the view that their role and 
importance are misunderstood by favela communities though they often mention that 
they are very pleased by their job. Photojournalists state that their role is of primary 
importance for the defence of human rights in the favelas by helping to prevent, for 
instance, police abuses and violations. By documenting violent confrontations, 
photojournalists promote discussion between society and the authorities about certain 
issues. From their perspectives, their pictures have influenced policy-making and 
added to the documented history of Rio de Janeiro. ‘Feeling offended’ emerges also 
as an expression of their discontentment against taboos about mainstream journalists 
and photojournalists, such as: (1) they are driven by financial gains, awards, and 
personal success; (2) they are puppets of media organisations; (3) they just cover 
violent confrontations in favelas, and are always together with the police; and (4) 
they have no respect for favela residents. Studies in trauma journalism have indicated 
that journalists are truly attached to overwhelming episodes that they cover, whether 
they like it or not. Thus, investigating the psychological impact of these violent 
events on them adds to the de-construction of these taboos and thus to contribute to 
the understanding of their working practices, identities, and discourses (see Section 
5.3). 
I wish to mention other two aspects of this category: (1) the under-
representation of the favela everyday life in the mainstream media; and (2) the 
difficulties mainstream news workers face to have access in favelas.  
Community photographers usually mention that mainstream news workers 
never go into favelas to cover positive aspects of those communities. In this respect, 
mainstream photojournalists feel offended in four points: (1) they cover different 
aspects of the everyday life of Rio’s low-income suburbs, however, favela 
communities very often associate them with police and confrontations; (2) they face 
difficulties to have access in favelas, and so to cover the everyday experiences of 
those communities; (3) favelas are ruled by drug gangs, therefore, they are not free 
places to do journalism; and (4) they put their lives at risk by covering violent fights, 
and, favela communities may not realise the importance of photojournalism to 
prevent police and human rights abuses  in Rio’s low-income suburbs, for instance. 
Regarding the lack of documentation about everyday experiences in favelas, 
Wânia Corredo (2011) from Extra and Domingos Peixoto (2010) from O Globo 
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defended their positions by saying they had covered many social different aspects of 
the everyday life of Rio’s low-income suburbs. Corredo said she had produced 
special reports which demanded a documentary language and plenty of time spent to 
gather visual information, sometimes, about a different kind of violence, i.e., 
malnutrition. Peixoto also said that at O Globo he had documented different aspects 
of favelas through the series of O Globo which published reports about social issues. 
Furthermore, some of them carry out independent photographic projects not only in 
favela communities, but throughout Brazil. Severino Silva, from O Dia, carries out 
two different independent projects. One is about homeless people which is called 
‘Cama de Pedra’ (Bed of Stone), and another one which is about religion. Ernesto 
Carriço who is also from O Dia newspaper, have two personal projects. One is called 
‘Haiti não Morreu’ (Haiti is not dead). It attempts to document the daily lives of 
Brazilians and Haitians who are engaged in rebuilding Haiti after the earthquake of 
2010. The second one is called ‘Anjos’ (Angels). He has photographed faith and 
devotion during holy celebrations in May, the month dedicated to the mother of God, 
Mary. It takes place in the countryside of the state of Minas Gerais, in Brazil. From a 
different viewpoint, Wilton Júnior from Grupo Estado argued that, first of all, he had 
not have access to document everyday experiences of favela residents, and, unlike 
community photographers who chose their own topics to document, he as a 
photojournalist had as his fundamental role to generate news, regardless of whether it 
is good or bad.  
Sometimes, you get into a community, and the community says: _’You all 
(mainstream news workers) don’t come here to photograph the people 
enjoying each other on the beach. Only come when a bad thing happened’. 
Good things happen, it is natural… great, awesome. It has just been 
suggested an assignment about the Sunday in Complexo do Alemão. News 
has been generated every day, there’re no shoot-outs there. The bus of 
citizenship arrived providing documentation, many tons of fish were 
distributed, the press has been documenting all those things… the role of the 
press is to generate news. (Júnior 2010) 
Júnior also said the dialogue between community and mainstream 
photojournalists is of great importance, however, they – community photographers 
and mainstream photojournalists - have different roles to play. In his words: “I’m not 
there to show what is pretty and beautiful. I’m not there to do a beautiful, 
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magnificent, and marvellous portrait, I’m a photojournalist, and photojournalists live 
for news. Living to tell stories. Living to denounce. Living to be over the fact 
because this shot will be used as a document in the future” (Júnior 2010).  
Ernesto Carriço (2010) and Eduardo Naddar (2010) from O Dia, and Luís 
Alvarenga (2010) from Extra though shared the same view with Wilton Júnior by 
saying the mainstream media should denounce and cover wrongdoings in favelas, 
mentioned that to document them from a positive perspective is important as well. 
They argued that the mainstream media should focus more on this.  
Regarding the lack of access in favelas, they all agreed that they faced 
difficulties to have access to Rio’s low-income suburbs which are ruled by drug 
gangs though they were never met with hostility by favela residents. Naddar (2010), 
Alvarenga (2010), and Wilton Júnior (2010) mentioned that they would like to cover 
the everyday of favelas, however, they have neither access nor freedom to do it. 
Today, after the establishment of UPPs, mainstream news workers are returning to 
pacified favelas where they can do their job across the community freely.  
The last two sections have shed light on how mainstream and community 
photographers see each other, and how the consolidation of borders across Rio de 
Janeiro affected their relationships. The following category ‘disturbing the favela 
system’ presents different networks of power which take place in favelas. Studying 
these power relations contribute to a deeper understanding of the differences and 
commonalities between community and mainstream photographers’ working 
practices, identities, and discourses.  
5.2.3 Disturbing the favela system  
The phrase ‘disturbing the favela system’ was coined by the mainstream 
photojournalist, Eduardo Naddar (2010), in his attempts at explaining relations 
between mainstream media, police, and favela communities. Disturbing the favela 
system means, first, the disturbance caused by police interventions in favelas to fight 
against drug gangs and/or trying to present things getting worse, when drug dealers 
fight with each other to gain control over favela territories. It disturbs because it 
breaks the ‘agreement’: fragile deals between police and drug gangs to live ‘in 
peace’, and, causes distress in the lives of favela residents who face a state of war 
during police interventions. On the other hand, as photojournalists very often 
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accompanying the police to document violent episodes, they are associated with the 
police by favela residents, who may not discriminate the difference between the role 
of the police and the press. In Naddar’s (2010) words:  
Innocents die in confrontations between the police and the criminals. So, 
there is a whole prejudice against journalists. However, a journalist is there 
to help a person who lives in the favela to see him/herself free from that 
issue. During a confrontation, when a relative dies or a friend dies, an 
acquaintance of you, you don’t wanna know whether a person had good 
intention to help you. You just wanna know about your own grief. Who 
brought this pain here? Was he trying to help me, but who brought this 
suffering till me? Police and journalists. The journalist is always with the 
police. When the police comes, the journalist comes, therefore, these images 
are deeply connected. This is broken when the communities lose the 
influence of drug trafficking. (Naddar 2010) 
Wilton Júnior (2010), Ernesto Carriço (2010) and Severino Silva (2010) whom 
I interviewed also commented on the influence of drug traffickers upon favela 
residents. They said ‘pacified favelas’, those which have the UPP (Pacifying Police 
Unit), are facing a transitional process. In the beginning, residents are afraid of 
talking to journalists and photojournalists because they fear the return of drug dealers 
into the favelas, however, when they realise the UPP remains in their community, 
they steadily become more relaxed and feel free to talk to news workers.  
By contrast, community photographers very often speak of the favela as if it 
was a family. Within this context, when drug dealers are from the community they 
are also part of it. However, the favela does not accept people who do not originate 
from it, i.e., nordestinos (persons from northeast Brazil) and/or persons who moved 
in the favela, including those who moved in during their childhood. They are rejected 
sometimes, and drug gangs’ rules are very often stricter towards them. Hora (2010) 
says news workers who enter the favela are outsiders there, so the community does 
not accept them.  
As community photographers live in favelas they have emotional ties with 
residents. Itan (2011) mentioned that a few of the friends who grew up with him in 
Complexo do Alemão later became drug dealers. In order to explain this relationship, 
Itan said there is friendship and engagement. The friendship remains, but each of 
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them has their own walk of life. Hora (2010) shares the same view with Itan by 
saying “the boy who is dealing, he is a son of a friend of yours or he is your friend. It 
is a thing which comes from generations, so the favela doesn’t accept anyone who 
wasn’t born there”.  
There is a consensus among community photographers which advocates that 
what favela communities cannot stand are the shoot-outs between traffickers and 
police and other criminals, police brutality, and the tyranny of foreign drug lords who 
employ violence and fear to control Rio’s low-income suburbs. Moreover, residents 
are very afraid of police interventions because innocents are killed during shoot-outs 
between police and drug dealers; drug dealers order widespread business closings 
across the favela; and residents face a state of war.  
This strong connection with residents differentiates and shapes the working 
practices of community and mainstream photographers. With the exception of Itan 
(2011) and Bira (Planel 2008), who said they never had to ask permission from drug 
dealers to work as photographers in their communities, all community photographers 
agreed that the first thing before undertaking a project in favelas ruled by drug gangs 
is to go to the head of the drug trading point (dono da boca de fumo) and ask his 
approval for their endeavours. Once it is done, they have ‘freedom’ to work. Within 
this context, it is easy to understand why community photographers neither 
photograph nor denounce drug dealers. With regard to mainstream photojournalists, 
the access to favelas is negotiated either through favela residents or persons from 
Residents’ Associations who mediate the negotiation between drug gang members 
and news workers (Planel 2012d). 
In the Foco Coletivo (Collective Focus) Forum (Planel 2009b), during a round 
table discussion that included photographers from Viva Favela, Imagens do Povo and 
the mainstream media, Planel asked photographers about how to document favelas. 
In response to Planel’s (2009a) question about how community photographers can 
deal with the powers of the police on the one side and the drug traffickers on the 
other side, Valdean responded:  
the question of photography as power... it disturbs, it questions, it astounds, 
therefore, it has all this function. It is applied for every professional of 
photography. It is somehow a constraint, but it does not mean that one will 
give up his/her job. It means he/she might go through a play of negotiation, a 
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play that a person has to understand very well the play, how it works, due to 
acting in this field. (Planel 2009a)  
Other community photographers whom Planel and I interviewed, in different 
moments, mentioned that they had to learn how to go through this ‘play of 
negotiation’ to carry out their job. As favela dwellers, community photographers 
very often mention that they must know their limits to work as photographers in their 
communities due to safeguarding their lives and/or their communities’ security.  
Valdean (Planel 2009b), who is from Complexo da Maré, commented on the 
difficulties facing Maré residents in dealing with drug gangs, on one side, and the 
police repression and Rio de Janeiro’s government policies, on another. Valdean said 
that from the Rio de Janeiro government perspective, the big issue of favelas is drug 
trafficking; therefore, violence needs to be employed to tackle it. Furthermore, the 
government financed the construction of walls surrounded the Complexo da Maré by 
claiming that it aimed to isolate the noise from the Linha Vermelha (Red Line) rail 
network. Valdean explained that only two communities were close to the Red Line, 
Parque União (10 metres) and Pinheiro (20 metres); the others were almost a 
kilometre away from the railway track. Valdean also questioned whether walls would 
protect the people who passed by the Red Line, and the fate of those who lived inside 
the walls and had to deal with five different drug gangs and police brutality.  
Likewise, Maurício Hora23 (2010), during the interview, said that all his 
nocturnal photographs had to be negotiated with drug dealers. He also commented 
that in the past he could not photograph a corpse in his community due to his ties 
with the families; however, this kind of episode is becoming steadily uncommon, 
since the establishment of the UPP in Morro da Providência in April 2010. He 
acknowledged the importance of reporting on crime and violence, but he assumed 
that he could not do the job. As he was born in the community and since then has 
lived there, he has avoided doing this kind of coverage. He has attempted to use 
photography as a means of improving his community. “My fight was with the Town 
Hall, the government, I mean, in a very subtle manner. So instead of going to the 
authorities’ office to fight, I rather did my best to prepare a beautiful exhibition in 
order to cause an impact” (Hora 2010). Here is one of Hora’s beautiful photographs: 
                                                
 
23 Maurício Hora’s photostream is available at: http://www.flickr.com/photos/mauriciohora/ 
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Photo 5.1 Morro da Providência by Maurício Hora 
Interviewed by Planel, Hora commented on the police’s response to 
denunciations of abuses committed in favelas. “I can’t photograph the police during 
its actions because I’ll jeopardise favela dwellers. I don’t know whether you’ve 
already seen… all initiatives, photographs that denounce a police officer inside the 
community, the police’s retaliation is much bigger. So, it is terrible” (Planel 2009a).  
Community photographers advocate different other reasons to explain why 
they resist photographing drug dealers: (1) traffickers are first of all victims of the 
unfair Brazilian system and the Rio de Janeiro’s society; (2) drug dealing happens 
because it is allowed by authorities; (3) denouncing them would not change and/or 
improve anything in their communities; (4) they would put their lives and relatives’ 
at risk; (5) they would have to hide themselves and leave the favela to safeguard their 
lives; (6) the favela’s doors would be closed to community photographers; (8) they 
would break trusting relationships which are the first requisite to become a 
community photographer in favelas; and (7) police would kill drug dealers rather 
than put them on trial. If they denounced violence they would document the absence 
and/or inadequacy of services (electricity, water supply, drainage, telephone lines), 
the lack of quality in education and health, and how those things affect their lives.  
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By contrast, mainstream photojournalists present the opposite argument. 
Naddar (2010) explained the importance of documenting wrongdoings and criminal 
activities in favelas. One of the roles of the mainstream media is to call on the society 
and authorities to discuss and tackle certain issues. Comparing his working practices 
with those of community photographers, Naddar said:  
My job is not to exploit the suffering from poverty in the world…. I don’t 
think along the lines that I’ll take this picture because I’ll win a prize by 
using this person. But, I think, I’ll take this picture because it will help 
people who are being jeopardised by this individual. For instance, a 
community photographer maybe he didn’t take a picture of a drug dealer 
even though he would have an opportunity to. However, my job is to 
photograph, to show the criminal with his rifle, to show the criminal bullet 
shooting, why? Because I’m saying to the society ‘Hey, society, take a look 
at what is going on here inside this favela’. Something must be done. This is 
not right. If I didn’t take that shot, maybe, things would never change. Why? 
Because no one knows that happened. If that was not documented that would 
not exist. (Naddar 2010) 
Here are two pictures by Wilton Júnior (2012) and Severino Silva (2012), 
respectively, which denounce drug traffickers and killings in favelas. It is a kind of 
coverage which community photographers avoid carrying out. 
.  
Photo 5.2 Complexo do Alemão by Wilton Júnior 
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Photo 5.3 Massacre by Severino Silva 
Domingos Peixoto (2010) says that when he once asked community 
photographers what they did when the police went into favelas during crossfire, they 
responded that they used to do nothing. Peixoto was impressed to see that 
community photographers did not cover armed confrontations. The mainstream 
journalists and photojournalists were the only ones who had done the job of 
denouncing drug trafficking in favelas.  
Community photographers started documenting armed confrontations in the 
episode which took place in Complexo do Alemão in November 2010. The BOPE 
(the Special Ops Squad) with the Brazilian Army and the Brazilian Navy occupied 
the Complexo do Alemão in order to pacify those favelas and set up the UPP. In 
Alemão, as the drug dealers did not surrender or put down their weapons they were 
faced with an invasion by 3000 police officers with armoured cars, battle tanks and 
rifles.  
The mainstream media and most community photographers from different 
favelas who documented the occupation of Complexo do Alemão did so from the 
bottom of the hill, because they were not allowed by the police to enter the favela 
during the invasion. By contrast, Bruno Itan24, who is a community photographer 
from there, photographed the whole process of occupation located inside the 
                                                
 
24 Bruno Itan’s photostream is available at: http://www.flickr.com/photos/55954856@N08/page2/ 
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Complexo. As Itan grew up in Alemão he knows his favela very well, therefore, he 
could come in and go out without permission. When the BOPE, the Brazilian Army 
and the Brazilian Navy invaded the favela he could document the operation from a 
different perspective. This picture shows the mainstream media at the entrance to the 
favela.  
 
Photo 5.4 Police Intervention in Complexo do Alemão by Itan 
The police forced him to delete more than 400 photographs. After the invasion, 
Itan found that to be a community photographer had become a challenge, because the 
police have taken control of Alemão’s residents, and their right to generate their own 
news. He also said that the police had entered his home 14 times in less than two 
months. Itan mentioned the conversation between him and a policeman, as follows:  
‘What are you doing with this camera?’ Well, I’m immortalising what’s 
going on here. This is a novel thing, this is historical. It will never happen 
again. Then, he (policeman) said: ‘What? Are you taking pictures of police 
officers for this? You’re taking shots of us to show us to the guys (drug 
dealers) inside the favela. Are you thinking that I don’t know who you are? 
I’ve already seen you here’. First of all, what I’m doing here is an exercise of 
democracy, if you Mr don’t know. I am generating news. You can’t prohibit 
me of photographing anyone in public space; you all are now in public 
space. If I want to photograph you all I can, however, I’m not allowed to 
publish your face anywhere without your permission. But the picture is 
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mine. ‘You’ll delete all pics now, man! You’ll see democracy right now’. 
(Itan 2011) 
Unlike other community photographers who criticised mainstream 
photojournalism, Itan, when interviewed in January 2011, declared his desire to be 
part of it. He showed strong admiration for Rio photojournalists’ job. Today, he 
works as a photographer for the state government of Rio de Janeiro. Itan’s pictures 
are also reflective of the influence of mainstream photojournalism over his 
endeavours.  
 
Photo 5.5 Alemão November 2010 by Itan 
I observed the operation during my fieldwork in the Complexo do Alemão and 
could see that community photographers began documenting violent conflicts in 
favelas, a job which, up to then, had been carried out only by mainstream news 
workers. However, this is not a norm, rather a novel way of undertaking 
photographic productions of armed confrontations in favelas. Photographers from 
Viva Favela and Imagens do Povo attempt to use photography to create awareness 
and new representations about the favelas and their residents by shifting the focus 
from violence to images of beauty.  
Community photographers are not used to document armed violence and police 
interventions in favelas, therefore, their photographs demonstrate these 
photographers are still seeking ways of documenting violent episodes in Rio’s low-
income suburbs. Furthermore, the photographic language presents that their 
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photographs are strongly influenced by that one of the mainstream photojournalism. 
However, there are differences as well. Looking at pictures taken by community 
photographers like Bruno Itan, Naldinho Lourenço, and AF Rodrigues, one can 
observe they focussed more on the people; Alemão’s dwellers in face of fear and 
police intervention. However, there are no pictures of drug gangs. AF Rodrigues 
(2010) argued that he attempted to document the occupation from a different 
perspective by photographing, for instance, a dead dog – victims which are never 
shown – and the community in the face of fear and brutality. The shot which follows 
is an example 
 
Photo 5.6 Police Intervention in Alemão by AF Rodrigues 
In the context of Rio’s favelas, community photography should be critiqued 
against the networks of power that take place in those suburbs, which involve police 
officers, drug gangs members, favela residents, mainstream photojournalists, 
community photographers, and government personnel. It is important to recognise 
that community photographers face personal risks by photographing assignments in 
their communities, and risk and fear underpin certain choices that they make when 
they are faced by circumstances of drug dealing, bribery, racketeering, different 
kinds of violence, and other criminal activities involving drug dealers, police 
officers, militia members, and people living inside or outside favelas. During the 
interview, Hora (2010) commented that once a man was tortured and killed in front 
of him at Morro da Providência after having faced the traffickers’ trial that sentenced 
him to death. Hora said that withnessing that horrendous episode paralised him. He 
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wanted to escape from that scene; he wanted to denounce that attrocity, but his legs 
could not move. He was petrified by fear. Afterwards, he sold his house in the favela 
because it was located on a street that drug dealers used to take when they were 
going to kill a person who was sentenced to death. This corresponds to Wheeler’s 
(2009) reflection on interacting with violent actors, while doing research in Rio’s 
favelas. After having spent more than three years living in Rio and eight more years 
visiting the city to conduct research about the role played by risk and fear in the 
process of research into citizenship and violence in Brazil, Wheeler said: 
Life in the favela is governed by a set of rules, unwritten but clearly 
understood by residents, about what people are allowed to do and say in 
relation to the drug trafficking factions and the militias. I have learnt these 
rules over time. They entail not talking openly or publicly about the militia 
or faction, especially not to outsiders or the media. For transgressors, the 
consequences can be dire: informants have been tortured and killed. Hence 
the importance of community researchers deciding how to discuss violence; 
they are best placed to negotiate these rules and reduce risk to themselves 
and other participants, and by extension to me. The degree to which they and 
participants felt comfortable with the process determined levels of 
participation, which was thus a proxy for the predictable risks generated by 
the research. (Wheeler 2009, 96) 
In common with the mainstream photographers, community photographers’ 
potential empower and strengthen favela dwellers’ voices is delimited by a social and 
historical context of marginalisation and abandonment of favela communities that 
has contributed to drug factions and other illegality, police impunity, and official 
corruption (see pages 222, 224, 229, 231, 234, and 237).  
Mainstream news workers though enter favelas not only to denounce and/or to 
document armed conflicts between the criminals and the police. Sometimes, 
journalists and photojournalists want to listen to favela dwellers’ perspective about a 
certain episode and/or document other aspects of the everyday of those communities. 
In this case, they go into favelas on their own, without wearing bulletproof vests. 
They negotiate either direct with Residents’ associations or favela residents who 
liaison this process. Ernesto Carriço (2010) from O Dia newspaper said he always 
trusts favela dwellers. If they told him, ‘come in’, he would enter.  
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If the resident tells you: _’Look, I’ve talked to the [Residents’] Association, 
let’s go!’ I trust the resident. I trust. I have this thing of trusting. I have my 
hesitations. I have hesitations of being inside the community reporting news 
when the police break in. I’m uncertain because I don’t know whether the 
movement would think that I was already there waiting for them, but I trust 
residents if they say to me: _’let’s go inside’. Right now. (Carriço 2010) 
Although some mainstream media organisations changed their working 
practices after the killing of Tim Lopes in 2002, and stopped allowing their news 
workers to enter favelas, some journalists and photojournalists remained negotiating 
access with favela dwellers to carry out their job though they had hesitations and 
fears. There is a consensus between mainstream photojournalists and community 
photographers that the worst situation is being inside the favela when it faces police 
intervention, because the favela turns into an outlaw site when crossfire is inevitable. 
During these episodes, eventually innocents die at the shooting scene by stray 
bullets.  
5.2.4 Opening the doors  
Rio de Janeiro has faced a transition process since the first UPP was 
established in December 2008. It has changed favelas’ identity and their residents’ 
ways of life. In addition, the encounter between community and mainstream 
photographers who have covered the same suburbs but from a different perspective 
also occurred in 2008. It is this process which ‘opening the doors’ is about.  
This category brings to light a dialogue, interaction and relationship between 
community and mainstream photographers. This encounter has transformed the way 
they see and deal with each other, and also has enabled them to share experiences 
and reflect on their working practices, identities, and discourses. This category also 
addresses UPPs in Rio’s favelas which marked the return of mainstream news 
workers into pacified communities.  
The premiere broadcast of Planel’s documentary Abaixando a Máquina 
(Lowering the Camera) at the NGO Viva Rio in April 2008 marked the encounter 
between community and mainstream photographers. At that event, photographers 
built strong partnerships that resulted in the creation of meetings, forums, jobs and 
social parties. Planel (2010a) said that before his documentary was broadcast at Viva 
Rio this kind of relationship was virtually impossible as there were no connections 
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between these photographers. For the first time, community photographers could 
discuss the traditional media coverage on favelas and their residents with mainstream 
photojournalists.  
Abaixando a Máquina shows photojournalists from the perspective of their 
emotional engagement with favela communities. Planel’s film demonstrates how 
their work as mainstream photographers covering violent conflicts in Rio’s favelas 
impacts on their personal lives. It explores the difficulties they face due to covering 
the pain of others, such as mothers that have had their children killed during shoot-
outs between police and drug dealers and disputes with each other. The documentary 
also reflects on the ethical implications of the relationship between mainstream 
photographers and local people and the brutal reality that they face in their lives.  
A remarkable outcome of this encounter was the production of Planel’s 
(2010a) documentary film Vivendo um Outro Olhar (Living on the other side) from 
an idea that emerged during a conversation between Mesquita, an editor of 
photography and audiovisual of the Viva Favela portal, and Planel after the 
screening. Mesquita told Planel that his documentary was remarkable because 
captured the emotional commitment of mainstream photographers with favela 
communities, but it had a gap. ‘The residents weren’t heard. Where’s the favela in 
your film?' Mesquita asked him (Planel 2010a). Mesquita told him that it was 
necessary to create a second documentary which would explore the job of 
community photographers and how they cover their own reality. It was important to 
show the violence, but from the perspective of those who suffer, in other words, 
favela dwellers. Mesquita told Planel that he would help him to create a second 
documentary and introduce him to community photographers from different favelas 
in Rio de Janeiro. Two years later, Planel finished ‘Living on the other side’, a film 
which involved two years of discussions with community photographers and 
residents from more than five different favelas.  
In September 2009, Fabio Caffe, Naldinho Lourenço, and Ratão Diniz from 
Imagens do Povo organised an independent Foco Coletivo (Collective Focus) Forum 
(Planel 2009b) due to discuss photography, journalism, favelas, human rights and 
social change. Caffé (Planel 2009b) said  that this meeting was a way of following 
what they had learned from Ripper and finding new ways of using photography on 
behalf of human rights. Their intention was to stimulate a dialogue between 
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independent, mainstream and community photographers to minimise the dichotomy 
between mainstream and alternative media and shift the event from a local to a 
national level. This meeting that took place in Ceasm - the Maré Centre for Studies 
and Solidarity Action, in Maré Complex, gathered together journalists, historians, 
and a scholar, Dr Ouriques, who conducts a Journalism of Political and Social Action 
(JPPS) course at the Federal University of Rio de Janeiro, as well as mainstream, 
community, and independent photographers from Rio de Janeiro and São Paulo. In 
this one-day forum, photographers could display their work and discuss how they 
could collaborate in order to strengthen the dialogue between photographers and 
improve the quality of journalistic coverage. 
The discussion between community and mainstream photographers very often 
reach the point where they begin discussing borders, lack of access in favelas, and 
social divide, because community photographers’ criticism is always the same: 
mainstream news workers are linked to institutions whose ideological editorial policy 
is not on behalf of favela dwellers. In other words, the mainstream media support a 
model of society which is not that one expected and dreamt by favela communities. 
On the other hand, mainstream photojournalists very often strive to defend their role 
and position as individuals who have their own and particular views about favelas 
and their residents.  
Wânia Corredo (2011; Planel 2009b) advocated that there is neither difference 
nor division. She was born in Rio de Janeiro and has worked as a photojournalist in 
the city for over 15 years. Covering favelas or the city is the same for her. She also 
has strived to strengthen the dialogue with community photographers because she 
believes that their job complements each other. While mainstream photojournalists 
cover favelas from outside to inside, community photographers document them from 
the opposite direction, from inside to outside.  
During the debate which took place at Foco Coletivo Forum, Berg Silva 
(Planel 2009b) told an interesting story which illuminates this issue. Silva started 
learning photography from Ripper, when he worked at the photographic laboratory 
and, then, as a photographer at Ripper’s Imagens da Terra (Earth Images) agency in 
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Complexo da Maré25. Soon after, he started writing a Masters’ thesis about image 
and urban imaginary that intended to oppose the views of photographers from social 
movements to those ones of the mainstream media. He changed his mind when he 
was invited unexpectedly to work as a photojournalist at O Dia newspaper, where he 
met Severino Silva. Before meeting Severino Silva and working for a mainstream 
newspaper, he believed that photographers from social movements were different to 
those from the mainstream media, but he realised that he was wrong. He gave up his 
study because he could not resolve the issue in his thesis. Moreover, Berg Silva 
advocated the importance of the creation and dialogue of the collective of 
photographers, saying that: “we don’t discuss photography at the newsroom any 
more. In the past, I used to consider myself a person who filled the gap between ads. 
Now I see myself as a provider of contents for the website. The photography is 
losing room in newspapers” (Planel 2009b). 
In contrast, Francisco Valdean (Planel 2009b) from Imagens do Povo argued 
that there was no conflict between photographers, specially, because when they start 
learning photography at the School of Popular Photographers they first study the 
mainstream photojournalists’ job, therefore, who are thus their references.  
Sometimes people ask: what does Imagens do Povo change in others’ lives? 
I don’t know. If I was asked now I would say: Man, it puts me before the 
guy of Extra, of O Globo, this, me as a favela dweller, man, this is a very 
rich thing to us. At the same time, you all (photojournalists) listen to our 
complaints as residents; we listen to you all who sometimes are not regarded 
as you all should be. Actually, you all are our references. Perhaps, there’s an 
intellectual conflict… (Planel 2009b) 
The analysis of Planel’s rushes (2008, 2009b, 2009a) and my recorded 
interviews, which were conducted between November 2010 and January 2011, 
demonstrated substantial changes in community photographers’ discourses in 
relation to photojournalists’ identity and working practices. At the debate at Imagens 
do Povo in 2008, when Planel screened Lowering the Camera, AF Rodrigues, who is 
a community photographer, showed a strong position against the mainstream media 
                                                
 
25 Ripper set up the Earth Images agency because he intended to use photography on behalf of human 
rights, therefore, from 1991 to 1999, he documented Indian communities, slave labour in forsaken 
areas of Brazil, and the peasants’ associations. 
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and photojournalists by saying “Seeing this film I felt happy for not being part of 
photojournalism… [or]  one of those institutions of communication, because I 
realised I can have a voice. The media is on behalf of a specific class, it has no 
concern for poverty” (Planel 2008). This comment initiated a fierce debate between 
mainstream and community photographers. However, by 2010 AF Rodrigues was 
working as a mainstream photojournalist for Rio’s Town Hall, and his discourses 
about the mainstream media and photojournalists had changed substantially due to 
his encounters with other photographers.  
Guillermo came and built a bridge between community and mainstream 
photographers, and so the debate was opened. I wouldn’t say there was a 
division, but there wasn’t so much dialogue. Through these debates, we have 
reached some common places. (Planel 2008) 
In the same debate, Ripper pointed out that identifying the faults of the 
mainstream media is not enough; unless mainstream and community photographers 
discuss and reach agreements, they would not be able to change their reality for the 
better. From Ripper’s perspective, the dialogue between mainstream photojournalists 
and community photographers is of great importance to enable further collaborative 
projects, and also to bring the discussion about rights and voice of disadvantaged 
classes into mainstream newsrooms.  
The right of the journalist to document, to inform, in the way of journalism 
has been made… it has functioned as a censor to the universal right of 
individuals and the people to seek and investigate the information which is 
needed, and to publicise the information which they want and need to. What 
I want to say is the power of making minds in the everyday of the society, it 
has powerfully putting down the expression of disadvantage classes. In Rio 
de Janeiro, specifically, the expression of the life and reality of favela 
dwellers; in rural areas, the life and reality of peasants, quilombolas26, and 
indigenous. I believe the only way of changing this is through the universal 
declaration of human rights. (Planel 2008) 
Mainstream photojournalists I interviewed are very pleased with the outcomes 
of Planel’s documentaries and debates with community photographers. Domingos 
                                                
 
26 Quilombolas descend from black African slaves who were sent to Brazil against their will, in the 
Brazilian colonisation period. Some of them fled from sugar-cane farms to build sites of refugees and 
resistance which were called ‘quilombos’. 
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Peixoto (2010) said that the encounter was a revolution for both sides. Wilton Júnior 
shares the same view with Peixoto. When he was explaining the journalistic coverage 
on the process of pacification in Complexo do Alemão he said: “I met some of them 
(community photographers), and I was happy to see they have followed our steps. I 
mean, they went to photograph a fact which was happening from a more journalistic 
perspective than an emotional one” (Júnior 2010).  
The establishment of UPPs across Rio’s favelas has enabled the return of 
mainstream journalists and photojournalists into ‘pacified’ favelas. Mainstream 
photojournalists are pleased with UPPs, because they have had access to those 
communities. Severino Silva, Ernesto Carriço, Wilton Júnior, and Eduardo Naddar 
shared the view there is freedom to do journalism and to cover the everyday life of  
‘pacified’ favelas. In addition, the people from those communities are not as worried 
about talking to mainstream news workers as they used to be. Photojournalists shared 
the same feeling that favela residents are more pleased with the mainstream media.  
The UPP programme is trying to integrate the favelas into Rio de Janeiro’s 
‘formal’ city. However, the integration embraces a more complex and difficult 
process that is to provide favela dwellers with access to basic services, public health, 
security issues, employment opportunities, and the conditions for favela residents to 
do the duty of citizenship (Alves and Evanson 2011). Given that urban spaces are not 
fixed, eventually, new communities establish themselves in Rio’s low-income 
suburbs. As such, the favelas have faced a permanent series of changes, since Rio’s 
first favela Morro da Providência was established more than a century ago 
(Valladares 2005; Valladares 2008; Zaluar and Marcos Alvito 2006). With the 
coming international events, such as the World Cup in 2014 and Olympic Games in 
2016, residents of favelas located in the richest areas of Rio have been relocated to 
suburbs far away from the city’s cultural, economic, and social centre. According to 
Veloso (2010, 253), Rio’s specificities, uniqueness, and peculiarities puts in question 
notions of ‘urban’ and ‘suburban’, ‘centre’ and ‘periphery’, ‘favela’ and ‘non-
favela’. Section 1.5 demonstrates that Rio concentrates the most favoured suburbs at 
the heart of the city: the Southern zone, which shares the same geographical area 
with the very poor, due to the closeness of favelas (Veloso 2010). Thus, the 
relocation of residents of favelas located at the heart of the city undermines the 
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pursuit of transforming favelas into suburbs and, eventually, an integral part of Rio 
de Janeiro.  
5.3 TRAUMA JOURNALISM AND TRAUMA-BASED TRAINING MODEL 
Mainstream photojournalists expressed a strong psychological connection to 
the overwhelming events that they cover and the people who become involved in 
those occurrences. The intensity of these violent episodes have impinged on them by 
creating emotional distress and suffering which has transformed their personal lives. 
There is a consensus among photojournalists they never know whether they would 
return home safe while covering armed conflicts in favelas. Photojournalists and 
their families face a daily feeling of uncertainty about their lives. When asked what 
mobilises them to remain carrying out their job, their answers are very often the 
same: they believe someone has to do the job; someone has to give oneself for the 
better of the society; someone has to denounce human rights abuses and violations. 
During the interview, Wilton Júnior from Grupo Estado said:  
When my wife was pregnant with my first daughter; she was in her eighth 
month, and I spent the night with the Brazilian army in the Morro da 
Providência. I worked 24 hours. Twenty-four hours inside the Morro da 
Providência. At five in the morning, there was intense crossfire. Severino 
and I were together there. Severino also spent the whole night there, why? 
Why? Why does anyone do this? Because I believe someone, somebody, 
needs in some way to give oneself a little bit. So, I try to do a little bit 
through my job every day. A little bit, you know. I suffer, I suffer, 
sometimes, with the camera on my hands seeing a sad situation, humiliating; 
someone crying, lots of mothers crying, and you are there, lift up your 
camera, and shoot... However, I’m giving a contribution to that lady. I’m not 
there because I want to... oh... I want to win a prize, to be a renowned and 
famous photographer….. My aim is to be a photographer regarded as 
someone who could do anything for the other. That is what mobilises me. 
(Júnior 2010) 
The mainstream photojournalist Wânia Corredo from Extra newspaper 
described a ‘healthy discussion’ she once had with a community photographer in one 
of the meetings organised by Planel. The community photographer was criticising 
mainstream photojournalists by saying they just went into favelas when their 
residents were being outraged. Disagreeing with him, Corredo replied: “It’s not true. 
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I’m here every day. You might not see me. You might not accompany me, but I’m 
here every day, you know. You can’t tell me this. Not to me. If I was a photographer 
who would just enter together with the police. I spend more time in the community 
by myself, which is riskier, don’t you agree?” (Corredo 2011). Domingos Peixoto 
from O Globo mentioned a similar debate at Viva Rio NGO. “A girl from the 
community was saying: ‘me, our community, we feel offended because you all go 
wearing bulletproof vests in the community’. Well, my friend, you feel offended, my 
mother almost suffers a heart attack. Imagine how my wife feels, my children, no 
way, they feel much more offended than you all, because I may lose my life. I feel 
offended too” (Peixoto 2010). These anecdotes are typical examples of recurrent 
themes in discussions between community and mainstream photographers. 
Interviewed by Ramos and Paiva (2007, 79), Roberta from O Estado de São 
Paulo argued that mainstream journalists are sometimes met with hostility due to 
their lack of sensitivity in dealing with the pain of persons from disadvantage classes. 
She told a story of a landslide which occurred in a certain low-income suburb in São 
Paulo. A family had just lost three children and a reporter without any compassion 
and sensitivity still asking: ‘How many were dead?’ Pennafort posited that news 
journalists have a different attitude in dealing with people from the upper class.  
Regarding the mainstream media coverage of low-income suburbs, Barcellos 
(2007, 84-85)  who wrote a non-fiction novel about three decades of the ‘red 
commando’ in Rio de Janeiro’s favelas and is a journalist from Globo TV Broadcast 
argued that these areas face an ostracism from the mainstream press. Barcellos also 
stated that the oblivion is worse than the criticism and if the mainstream media only 
goes to favelas accompanying the police, which is the repressive institution, it is easy 
to understand why mainstream journalists are regarded as enemies.  
In contrast, Wânia Corredo, during the Foco Coletivo (Collective Focus) 
Forum (Planel 2009b), argued that in hers 15 years as a mainstream photojournalist 
she has never been met with hostility in favela communities. For her, there is no 
difference or division between suburbs in Rio de Janeiro. She was born in Rio de 
Janeiro and since then has spent her life in the city. As a mainstream photographer, 
she has as her duty to cover shoot-outs and armed confrontations in favelas, however, 
she posited that 80% of the time she spent in favelas was to do social coverage, not 
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just for her newspaper (Extra), but to accomplish her independent projects. In the 
same Forum, Domingos Peixoto shared the same view with Corredo by saying: 
I believe I have transformed many lives. When the persons look at the 
mainstream media they should also look at a citizen as a subject. What have 
they being produced? I have never received a bad treatment in any 
community. I believe my photography has a power of transformation. I can’t 
believe I have worked for 15 years for O Globo, full of sadness, full of 
anguish, with respect for seeing others’ pain without a reason. (Planel 
2009b) 
Rentschler (2010, 448) points to the newly emerging field of trauma training 
for US journalists, and notes that news workers are “psychologically connected to 
their work, whether they choose to be or not”. Domingos Peixoto (2011) mentioned 
that he attended courses at O Globo newspaper related to how to cover news in high 
risk areas, however, none of them was about psychological situations and/or how 
cover violent conflicts could affect them psychologically. Brazilian journalism has 
not seen the advent of the American trauma-based training model yet. Existing 
writing is also largely silent on the issue. “The emergence of trauma-based training 
within US journalism is part of a larger discussion about the affective dimensions of 
professionalized cultural labor. It demonstrates how trauma has become not only a 
feature of human life to be portrayed in the daily news of the nation, its cities and 
small towns, but also a rubric for organizing the labors of its production” (Rentschler 
2010, 448).  
Mainstream photojournalists whom I interviewed commented on Planel’s 
documentary Lowering the camera gave them a voice and face, because for the first 
time they could express their feelings, speak their minds, share their dramatic 
experiences with each other, and reflect on how reporting and witnessing armed 
episodes affect them psychologically. Wânia Corredo (2011) said that seeing the film 
was an overwhelming experience, because she had spent her life telling others’ 
stories and, for the first time, someone – in this case, Planel – decided to tell their 
own stories. From this perspective, the production of the film could be seen as a kind 
of trauma training. This practice of listening and sharing reached its peak when the 
encounter between community and mainstream photographers occurred in 2008, 
because it initiated an exchange not only different views about favelas and 
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themselves, but also emotional experiences. Photographers could get to know 
different ways of documenting, interacting, and having access in favelas. The 
encounter between these photographers transformed the way they deal with and see 
each other.  
Massé (2011) suggests that the new era of interactive, converged, and social 
media has influenced reporters’ response to traditional rules of objectivity and 
detachment. As a result, collaborative, immersive, intimate journalistic coverage has 
emerged. “Purists are offended, criticizing reporters for becoming too intimate with 
their stories, displaying their emotions on air, in print, or online. But audiences tend 
to respond positively when journalists act like ‘real people’ when reporting on 
difficult stories” (Massé 2011, 4). However, though news workers have put their 
lives at risk to cover accidents, conflicts, wars, and disasters they are not offered 
counselling to cope with the psychological reactions aftermath. Furthermore, they are 
often described as ‘vultures’, ‘adrenaline seekers’, and other similar terms, which 
undermines news workers ability to display their emotional thresholds.  
According to Massé (2011, 5), there has been an increase in awareness in 
regard to the physical protection of journalists who do coverage in high risk regions 
of the world; hostile-environment trainings, safety equipments, and also private 
security guards have been adopted by media organisations.  Nevertheless, Massé 
posits this still is a controversial issue because conflict journalists argue that these 
procedures undermine their ability to negotiate access when doing coverage in Iraq, 
Afghanistan, and other extreme areas, constraining their job.  
News organizations will justify such measures by publicly stating their 
concern for the welfare of their employees, but privately management 
expresses concern over liability issues. A legitimate fear is that lawsuits will 
be filed against media companies when family members are killed or 
seriously wounded while covering stories in unsafe environments. (Massé 
2011, 5) 
During the interview, Domingos Peixoto (2010) commented that whereas 
journalists and photojournalists who adopted bulletproof vests faced prejudice 
outside newsrooms, in the favelas, the embarrassment they faced inside their 
organisations was even worse. Peixoto said that they faced a massive criticism by 
other mainstream photographers, who had not reported on violence and crime in 
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Rio’s favelas. He commented that he began wearing the bulletproof vest after the 
Tim Lopes’s episode, when journalists and photojournalists became targets of drug 
dealers.  
To speak of bulletproof vests without reflecting on the challenges journalists, 
photojournalists, news media workers, endure to cover disasters, armed 
confrontations, wars, and tragedies means to diminish the importance of this debate. 
The reporting on crime, violence, riots, conflicts and wars emerges as one of the 
greatest challenges journalism faces today. Indeed, the emergence of trauma 
journalism approach contributes to raising important questions about this issue, and 
also add to an understanding of how the knowledge of trauma can contribute to 
reparative practices of journalistic labour (Rentschler 2010, 449). Through the lens of 
trauma training we could also visualise that mainstream journalists and 
photojournalists are personally affected by overwhelming events that they cover 
though there has still been the traditional idea of detachment by journalists.  
Journalists and photojournalists have access to trauma counselling and other 
resources when reporting on trauma due to the onus on employers to care for their 
employees’ well-being and the collective efforts by media practitioners to self-
organise supporting resources for their peers. However, these services and resources 
are created for (and sometimes by) media employees. Such services for media 
professionals do not extend to favela residents who experience the traumatic events 
being reported upon. This may be seen as a further divide between the haves of the 
city and have nots of the hills in terms of access to services. However, there is a 
range of non-government organisations that work in association with residents’ 
associations in favelas in order to provide favela residents with such services. In 
addition, priests, pastors, and other religious leaders, have functioned as counsellours 
to favela dwellers. One example of this is given by the NGO Fight for Peace 
(http://www.fightforpeace.net/?p=56) that offers counseling services to residents of 
Complexo da Maré that includes 17 different favela communities. Fight for Peace’s 
support “involves the members and their families and attends to the specific needs of 
everyone, whether that be through offering information, legal aid or psychological 
support. Members are also offered individual and group mentoring, guided support 
and referrals (social, medical, legal)” (Fight for Peace 2013).  
262  
5.4 CONCLUSIONS 
This PhD study has as its main purpose to understand the working practices, 
discourses and identities of community and mainstream photographers who capture 
visual representations of the favelas. The concepts of ‘power-knowledge’ and 
‘habitus’ were adopted to shed light on how power is exerted over community and 
mainstream photographers as a means of normalisation of daily practices that leads 
to processes of subjectification.  
By examining a particular period, most particularly 2007 to 2011, I conclude 
that power relations in the journalistic field are not exerted over journalists and 
photojournalists as a top-down relation between top media bosses and news workers. 
Rather, it is exerted as a means of learning how to generate information and produce 
news stories through daily routines and working practices. Regarding community 
photographers, power is exerted over them through training processes to become 
‘community photographers’, when they absorb community-based organisations’ 
institutional framewords that inform the way in which they look at themselves and 
their neighbourhoods.  
The Bourdieauian concepts of habitus and field combined with Foucault’s 
notion of power-knowledge contribute to illuminating community photographers’ 
and mainstream photojournalists’ similarities and differences. While mainstream 
photojournalists have as their main role to produce images that tell news stories, 
community photographers strive to produce counter-information and/or under-
developed themes regarding favelas and their inhabitants so as to oppose or add to 
representations in the mainstream media. As such, there is a common habitus shared 
by those photographers. Both community and mainstream photographers have 
struggled to call on authorities and Rio de Janeiro’s society to discuss and tackle 
certain issues, such as human rights abuses, social inequities, and police brutality in 
the favelas.  
Through four categories, it was able to investigate a process which includes the 
rise in violence and armed confrontations in favelas, and a gradual abandonment of 
favela communities by the mainstream media, which ended up consolidating the idea 
of a divided city. Sections 5.2.1 and 5.2.2 demonstrate even though the killing of Tim 
Lopes led to the move by media industries to change their norms and formal rules to 
safeguard their employees’ lives, some journalists and photojournalists remained 
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negotiating access with favela dwellers to carry out their job in favelas ruled by drug 
gangs. The categories have also explored the relationships among photographers, 
favela residents, police officers and drug dealers; and, the encounter between 
community and mainstream photojournalists which Planel made possible and the 
subsequent establishment of the UPP programme across Rio’s favelas which marked 
the return of mainstream journalists and photojournalists into pacified favelas. It is 
important though to note that mainstream news workers still have limited access to 
favelas ruled by drug factions or the militias that are run as ‘protection rackets’ by 
collectives of corrupt police and prison guards. Naddar (2010), Alvarenga (2010), 
and Júnior (2010) mentioned that they have neither access nor freedom to cover the 
everyday of favelas ruled by militias or drug gangs.  
The data analysis indicates that the relationship and dialogue between 
community and mainstream photographers are a work in progress. Planel’s films 
marked a novel way for those photographers see and deal with each other, however, 
the data suggests that the openness is still embedded in resistance. Photographers are 
‘together and mixed up’, but they want each other to know their roles and identities 
are diverse. They want to see each others’ different perspectives and working 
practices, and simultaneously reinforce those differences while also helping to 
recognise their commonalities. Wânia Corredo put it, “The great thing of Guillermo 
is that he comes with his documentaries, justly, to show the guy who is behind the 
camera is not a rat. Who is this guy? You know. He opens a special window that was 
closed for ages. Everyone was living in a kind of blindness. He brings a little bit of 
our sentiments to people who, maybe, used to see us from a different perspective” 
(Corredo 2011). 
It has also been stated that mainstream news workers have a strong 
psychological connection to the sometimes overwhelming episodes they cover, 
regardless of whether they choose to be or not. The mainstream photojournalists I 
interviewed expressed a feeling of uncertainty about their own lives as they are the 
ones who have reported on armed conflicts and violent episodes in Rio de Janeiro in 
which they themselves could potentially die. These practices have inflicted upon 
them anxieties and distress. However, Rio’s newsrooms have not adopted trauma-
training approaches although some photojournalists have been trained to work in 
high-risk regions.  
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The relationship between community and mainstream photographers is 
reflective of the social and spatial divide between city’s residents and favela 
dwellers. Although Planel’s films fostered the dialogue between those photographers, 
I found that the working practices of mainstream photojournalists have not been 
influenced by community photographers’ perspectives. Whereas mainstream 
photojournalists agreed that getting to know different ways of documenting favelas 
and/or ways of doing photography is an enriching experience, they all agreed that the 
contact with community photographers have not influenced their views and their 
practices. On the contrary, mainstream photojournalists I interviewed have a strong 
belief in their social commitment with favela communities, which traverses their 
professional trajectory as a whole. It comes from their life history and social origins, 
and, as such, the dialogue with community photographers is helpful for a better 
understanding about the differences and commonalities between them as far as it 
engages in practices of listening and sharing experiences, viewpoints, and 
professional routines.   
By contrast, I found that community photographers’ photographic language 
and discourses have been influenced by mainstream photojournalists. The analysis of 
Planel’s rushes and my interviews demonstrates that the discourses of community 
photographers have changed substantially over the time. In the first encounters 
between these two groups of photographers, the data indicates that community 
photographers had a very negative perception with regard to mainstream media and 
photojournalists. Nowadays, though community photographers state that they do 
have a different role to play, they admit that they have learnt from mainstream 
photojournalists by studying their work and observing them in action. As long as the 
dialogue between those photographers is strengthened, the way they see each other is 
transformed.  
Despite community and mainstream photojournalists’ different approaches to 
deal with the state of urban violence in Rio de Janeiro, those photographers have in 
common the pursuit for a less divided city. Be denouncing criminal activities, acts of 
violence and abuses across Rio’s favelas and/or presenting Rio’s low-income 
suburbs in a positive light, community and mainstream photojournalists have strived 
to have a right to live in a communicative city, where favela residents and city 
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dwellers can recognise each other as citizens who share the same entitlements and 
responsibilities.   
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Chapter 6: Conclusion  
6.1 INTRODUCTION 
This research began with a specific problem in mind: the absence of favela 
dwellers’ voices and perspectives in the mainstream media. Favela dwellers 
themselves were dissatisfied with the mainstream media’s negative portrayal of the 
favelas and their inhabitants. In addition, Ramos and Paiva’s (2007, 77) research 
provided further evidence of these negative portrayals. They found that the 
journalistic reporting about Brazil’s favelas and low-income suburbs, especially in 
Rio de Janeiro, usually regarded these territories as “exclusive spaces of violence”. 
This research has addressed the gap in studies about the working practices, identities, 
and discourses of photographers who capture visual representations of the favelas in 
their work. As this thesis has shown, regardless of whether photographers are 
engaged with community-based or mainstream media organisations, community 
photographers and mainstream photojournalists are immersed in power relations 
inherent in the field of image production. Thus, institutional frameworks, 
professional beliefs, and working routines, as well as the state of urban violence in 
Rio de Janeiro, influence their working practices, identities, and discourses.  
Section 3.2.1 has demonstrated that there are different terms and definitions to 
explain the overall roles, functions and character of alternative and community 
media/ journalism, such as: community media, citizens’ media, alternative media, 
tactical media, independent media, guerrilla video, public/civic journalism, pirate 
TV, participatory media, radical media, advocacy video, and so forth. However, in 
studying photojournalism and participatory communication, this thesis applies and 
adapts the concepts of community media and participatory media to explain the way 
Viva Favela and Imagens do Povo operate. Community media are understood as any 
form of local media that encompass a set of activities whose process of creation, 
production, and evaluation is done by a geographic community and/or a community 
of interest in a variety of socio-cultural settings. Community media embrace 
participatory video, online journalism, (podcast, video, text, photograph), radio 
broadcasting, and/or independent publishing, with an intention of supplementing, 
complementing, replacing, questioning, and/or influencing the way the mainstream 
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media operate. The overall premise is that “participatory media” and “community 
media” are fundamentally the same, except that the definition of “community media” 
emphasises the geographically local aspect of community-based initiatives, while 
“participatory media” focusses on both the citizen-driven and participatory aspects of 
these community-based organisations. Participatory media foster dialogue, 
interaction and collaboration with the audience so the latter can play a significant 
role in the process of creation, distribution and evaluation of participatory media’s 
initiatives.  
The primary question that this PhD research addresses is: What are the 
practices, discourses, and identities of community and mainstream photographers 
who capture visual representations of the favelas? This question was answered in the 
findings and discussions presented in the previous chapters. Chapter 6 concludes the 
thesis by addressing the following:  
• section 6.2 and 6.3 summarise and synthesise the research and its 
contribution to knowledge 
• section 6.4 discusses the implications of this research 
• section 6.5 outlines potential applications of the findings and suggestions 
for further research 
• section 6.6 provides the main conclusions.  
6.2 IDENTITIES, WORKING PRACTICES, AND DISCOURSES OF 
COMMUNITY AND MAINSTREAM PHOTOJOURNALISTS 
This thesis has shown that due to the complexity and historical development of 
the favelas, there is neither an appropriate definition nor an accurate translation for 
the Portuguese word ‘favela’ and, as such, I have retained the Portuguese term. 
Brazilian scholars and community-based organisations have made a great effort to 
understand the favela phenomenon. Although this thesis has investigated two 
occupational groups of photographers who capture visual representations of the 
favelas, it has not focussed on understanding the favelas themselves; instead, the 
attention has been on determining the community and mainstream photojournalists’ 
working practices, identities, and discourses. The relevance of understanding the 
favela setting lies in the importance of determining how the historical and social 
context of Rio’s favelas has shaped the working practices, discourses, and identities 
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of photographers from community and mainstream media organisations. As 
mentioned in Section 4.8, at the beginning of this study, I did not intend to 
investigate urban violence, drug trafficking, and criminality in Rio de Janeiro; 
however, once my fieldwork was completed, I realised that understanding the image 
production of favelas was deeply connected to understanding the power relations that 
take place in Rio’s low-income suburbs. In other words, the production of knowledge 
regarding the favelas is directly related to the relationships among police officers, 
news workers, community photographers, drug dealers, and favela dwellers. I 
realised that determining how these different relationships and power relations shape 
photographers’ practices, discourses, and products was critical to my analysis. 
However, as it was stated in Section 1.3, the definition of the favelas as exclusively 
spaces of violence is a reductionist stereotype, despite the realities of high levels of 
crime and violence in favelas. This thesis focusses on the way community and 
mainstream photographers capture the “everyday” of the favelas, which potentially 
includes but is not confined to violence. As such, the research question and 
methodologies are designed to explore the working practices, identities, and 
discourses of photographers from community and mainstream media organisations in 
order to determine how their practices can enrich each other to yield benefits for the 
people living in marginalised communities.   
By combining Foucault’s genealogy of power with Bourdieu’s notion of ‘field’ 
and habitus, this PhD thesis uses some degree of bricolage. In other words, particular 
sub-elements of key theoretical approaches are used and adapted as important tools 
for developing the methodology and analysing the data. Which means that this thesis 
adopted Bourdieu’s and Foucault’s theories; however, the analysis of the positions of 
community photographers and mainstream photojournalists, with regard to the 
organisations they are engaged in, was not examined in a strict Bourdieuian or 
Foucauldian sense. In Section 4.8, I investigated the position of photographers in the 
photojournalistic field in relation to other fields (such as the economic field and 
cultural field) to determine how these photographers’ products are informed by a 
relation of forces and power inherent in these fields of cultural production. It has 
been shown that community and mainstream photojournalism differ in terms of the 
economic capital that they possess. While mainstream media organisations can afford 
a full-time paid profession for their news workers, community media struggle to fund 
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their initiatives; therefore, community correspondents/ photographers make a living 
from photography or other activities unrelated to it. The economic capital also gives 
meaning to the fields of mainstream and community media as it determines the way 
mainstream photojournalists and community photographers produce their 
photographic assignments. Unlike mainstream photojournalists who have to make 
news in a daily basis, community photographers produce images for the 
photography’s sake. This practice informs the way photographers interact with favela 
communities, which ends up reflecting on the portrayals of the favelas.  
On the other hand, community-based initiatives, such as Viva Favela and 
Imagens do Povo, present high degree of cultural capital due to the awards received 
and the renowned professionals who participate in these projects. Furthermore, 
favela residents who take part in these initiatives get empowered and, as such, have 
their cultural capital increased, as the process of becoming community 
correspondents/ photographers make them the voice of their communities. 
Concerning mainstream photojournalists, it has been demonstrated that the more 
renowned they get the more they are capable to negotiate the publishing of their 
photo essays in the pages of the newspaper. Here the cultural capital is expressed via 
the awards they receive, the number of times they have their photos published in the 
front page of the newspaper, and the potential their work has to turn into economic 
capital, i.e., selling of newspapers.  
In addition, I examined the way that photographers’ habitus conditions the 
fields of community photojournalism and mainstream photojournalism as much as 
when photographers’ discourses, working practices, and identities manifest 
themselves as a result of a specific social field that has its own professional beliefs 
and practices. In Bourdieu’s words:  
The literary field (one may also speak of the artistic field, the philosophical 
field, etc.) is an independent social universe with its own laws of 
functioning, its specific relations of force, its dominants and its dominated, 
and so forth. Put another way, to speak of ‘field’ is to recall that literary 
works are produced in a particular social universe endowed with particular 
institutions and obeying specific laws. (Bourdieu and Johnson 1993, 163) 
Section 4.2.1 states that being a photojournalist is deeply connected to the idea 
of being part of an industrial journalistic field, which has its own daily routines, 
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professional beliefs, and newsroom culture. This field imposes itself with the 
intention of keeping outsiders outside journalism and photojournalism, as long as this 
journalistic field discriminates who is a real journalist or photojournalist, and who is 
not. That leads to the question of where the line is drawn to distinguish when a 
community photographer becomes a mainstream photojournalist and vice versa. This 
question relates to the power relations and the production of power-knowledge by a 
professional group. In other words, the idea of the photojournalist is intrinsically 
connected to the existence of a media cadre, or journalistic field, which has its own 
ways of doing journalism and photojournalism. Following this principle, a 
photographer who was immersed in the journalistic field, having his/her practices 
informed by a set of daily routines and professional beliefs inherent to mainstream 
media organisations, would be called a ‘photojournalist’.  
In contrast, a ‘community photographer’ is understood as an independent 
photographer whose practices are not informed by publishing deadlines, that is, a 
photographer who chooses what to document and for how long due to his/her 
independence from mainstream media organisations. However, as this thesis 
demonstrates, as mainstream photojournalists, community photographers’ practices, 
discourses, and identities are informed by a set of ideological beliefs. These beliefs 
come from the process of becoming ‘community photographers’, as well as their 
relationships with their neighbours and with the mainstream photojournalists who 
have also influenced their practices and photographic language. A community 
photographer becomes a mainstream photojournalist when he/she becomes part of a 
mainstream media organisation or his/her practices follow publication deadlines and 
routines as a means to produce images that tell feature or news stories. For instance, 
community photographers AF Rodrigues and Bruno Itan started to call themselves 
photojournalists once they began working for the government of Rio de Janeiro state. 
In contrast, a mainstream photojournalist becomes a community photographer when 
he/she undertakes personal projects in Brazil’s favelas and/or his/her photographic 
assignments are neither bound by time, nor publication deadlines.   
Table 6.1 visually represents the differences between mainstream and 
community photojournalists so as to allow a very immediate cross-comparison of 
disparities between these two occupational groups.  
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Table 6.1 Differences between mainstream and community photojournalists 
Mainstream photojournalists  Community photographers 
They work for mainstream media 
organisations 
They work for community media 
organisations 
They must be paid for their job They are not necessarily paid for their job 
They produce still photos and moving 
images that tell news and feature stories for 
different media platforms 
They generally have no concern for news  
5) They produce still photos and moving 
images not only for purposes of news, such 
as feature and human interest stories. It 
includes documentary photography and 
video journalism 
They produce most still photos for purpose 
of telling stories. Some create moving 
images as well 
 
They see photojournalism as a public service 
 
They see documentary photography as a way 
of discovering their own identities 
They share a sense of impartiality and 
fairness 
They are artistically motivated 
They share a sense of autonomy in their 
work 
They share a sense of belonging to their 
communities 
They have a sense of actuality and speed They have no time constraint nor publication 
deadlines 
They share a sense of ethics  They share a sense of ethics  
 
Foucault’s notion of ‘power-knowledge’ is indeed reflective of the training 
process of becoming either mainstream photojournalists or community 
photographers. Power-knowledge should be understood not as an institutional power 
or a state power, but rather as a disciplinary power that creates individuals and, by 
extension, their products, as far as this anonymous power manifests itself as a 
constant process of correct training. By looking at the spatial nature of institutions 
such as schools, hospitals, asylums, and so forth Foucault also speaks of a constant 
process of normalisation of attitudes, practices, and habits through a permanent 
visibility. In this case, the disciplinary power is exercised over individuals through 
this permanent economy of surveillance. Surveillance “rests on individuals, its 
functioning is that of a network of relations from top to bottom, but also to a certain 
extent from bottom to top and laterally” (Foucault 1999, 99). I did not test Foucault’s 
theory by investigating the spatial disposition of community and mainstream 
newsrooms. Instead, by adopting a constructivist grounded theory, I coded the data in 
order to identify patterns in photographers’ discourses. I found that community and 
mainstream photojournalists unwittingly expressed the professional beliefs and 
institutional frameworks that they are immersed in (discussed further below). Though 
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their discourses speak of the freedom they have as photographers who are indeed 
authors, there is a very subtle power that is exercised through their daily practices 
that ends up shaping the way they see themselves as either community or mainstream 
photojournalists and how they see their roles as part of community or mainstream 
media organisations. Foucault argues that “disciplinary power is exercised through 
its invisibility; at the same time it imposes on those whom it subjects to a principle of 
compulsory visibility. In discipline, it is the subjects who have to be seen. Their 
visibility assures the hold of the power that is exercised over them” (Foucault 1999, 
104).  
In the case of this PhD study, the analysis of the data indicates that this 
disciplinary power is exerted through the everyday and professional beliefs that 
shape photographers’ discourses, practices, and identities. Despite this evidence, 
mainstream photojournalists and community photographers believe in the freedom of 
their practices of image production.  
For mainstream media photojournalists, the disciplinary power manifests itself 
as constant surveillance over photographers’ products. This daily surveillance takes 
place through the non-verbal negotiation process between editors and 
photojournalists that results in the decision whether to give photographers’ work 
visibility or not. This non-verbal negotiation process establishes the types of 
photographs the newspaper would run and where such images would be published in 
the newspaper. This constant process of gratification and punishment shapes the 
products of those photographers who do their best to have their work recognised and 
published. For photographers, having a photograph run on the front page, for 
instance, functions as a prize because it is clear recognition of their work by the 
newspaper. In addition, the disciplinary power also expresses itself as a permanent 
surveillance over mainstream photojournalists ability or inability to accomplish daily 
assignments.  
Section 4.2.1 demonstrates that changes facing journalism and photojournalism 
have made mainstream photojournalists re-think their own identity because they are 
expected to be journalists, writers, photographers, film-makers, and editors 
simultaneously. This is to say that mainstream photojournalists have the skills to 
accomplish set tasks, which require them to follow a set of practices and routines; 
these practices and routines are tested daily as long as the mainstream 
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photojournalists have to meet publishing deadlines and produce content for different 
platforms. This process of correct training (Foucault 1999, 97) ends up shaping their 
working practices, identities, and products. All of the mainstream photojournalists 
interviewed for this study have a long history in journalism and, as such, their work 
is already recognised by media organisations. Although these photojournalists follow 
a set of practices, they have learnt from their own experience how to work within the 
system to put their personal views in the newspapers through their images and how 
to negotiate with editors to get their images published. This level of experience 
manifests itself as a limitation of this study. It would be interesting to explore how 
the ‘negotiation’ skills and other behaviour of early-career mainstream 
photojournalists compare with that of their more experienced counterparts.  
Regarding community photographers, the disciplinary power is exerted over 
their practices in a more subtle manner. Community photographers, especially those 
from Imagens do Povo, are strongly influenced by the working history and 
philosophy of its founder, Ripper. Ripper influences the photographers’ worldview 
and, by extension, their visual products. The community photographers I 
interviewed, such as Fábio Caffé, Walter Mesquita, AF Rodrigues, Ratão Diniz, and 
Francisco Valdean, openly declared that they aimed to pass on what they have learnt 
from Ripper. Furthermore, they reported that becoming involved with either Viva 
Favela or Imagens do Povo substantially changed the way they looked at their 
surroundings, themselves, and their neighbours. This experience is expressed via a 
motto: “Vivia, mas não enxergava” (I used to live without seeing). This motto leads 
to the discussion of the notions of empowerment and self-empowerment that this 
research has investigated and Freire’s concept of conscientização.   
Section 4.7 demonstrates some of the minor differences between Rio’s 
community-based initiatives, Imagens do Povo and Viva Favela, and the Italian NGO 
Fotografi Senza Frontiere, which has as its fundamental aim to establish permanent 
photo laboratories that enable the locals who operate them to empower themselves. 
The Viva Favela initiative allows locals to participate in and access media; however, 
the decision-making processes remain under staff control. Although favela dwellers 
do not take part in decision-making processes, the Viva Favela project provides them 
with media education and the skills to become active media producers. The agency-
school Imagens do Povo allows its students to provide feedback to the coordinators, 
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who take this feedback seriously; therefore, a greater level of input into some 
decision-making processes is evident when compared with Viva Favela. In addition, 
Ripper founded Imagens do Povo, and although he does not run it, its photographers 
are strongly influenced by his professional history and philosophy. Nowadays, 
Ripper collaborates with the project, and Mazza (2012c), who is the current 
coordinator of the project, commented that Ripper functions as a counsellor for 
Imagens do Povo. Regarding how these three community-based media organisations 
are controlled, Imagens do Povo stands in between Fotografi Senza Frontiere and 
Viva Favela. Although Fotografi Senza Frontiere establishes photo laboratories in 
certain regions in the world to enable locals to take autonomous decisions with 
regard to media centres, Viva Favela’s decision-making processes remain in the 
hands of its staff.  
The independent project Curta Favela (Favela Shorts) contributed to Viva 
Favela’s work by providing Viva Favela’s staff with information about how to 
interact with favela residents to develop suitable bottom-up workshops in these 
communities. Curta Favela was successful in mediating a positive relationship 
between the project Viva Favela and the favela communities. As a result, the favela 
dwellers who took part in Curta Favela’s workshops were enthusiastic about the 
possibility of having their content published on the Viva Favela website and were 
eager to become further engaged in the project. This engagement contributes to 
empowerment due to the voices and stories of favela dwellers being prominently 
displayed on the portal.  
6.3 MAINSTREAM PHOTOJOURNALISM AND COMMUNITY MEDIA 
ORGANISATIONS 
One of the aims of this PhD thesis was to understand the differences and 
commonalities between mainstream photojournalists and community photographers 
and to reflect on how commercial and community media can enrich each other in a 
way that yields benefits for the people within Brazil’s favelas. My research findings 
indicate that mainstream and community media can enrich each other by 
strengthening the dialogue among mainstream news workers, community 
photographers, and favela residents. 
Section 5.2.1 demonstrates through the explanation of the category ‘building 
the wall’ what caused the rupture between mainstream media organisations and 
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favela communities. The rupture was a result of a gradual process that included 
increases in armed violence, in the influence of drug trafficking in the favelas, and in 
the police brutality over favela residents; these factors ended up consolidating the 
idea of a divided city and society. Another explanation for the split came from the 
mainstream photojournalists I interviewed. They all agreed that the killing of 
mainstream journalist Tim Lopes marked a rupture between media organisations and 
favela communities: after this murder, mainstream journalists and photojournalists 
stopped negotiating access to favelas with residents’ associations.  
Although Lopes’s death had a considerable impact on mainstream media 
access to the favelas, community photojournalism was still at such a germinal stage 
that it had not reached a point where it could be substantially influenced by this 
violent event. However, as it was stated in Section 5.2.3, risk and fear underpin 
certain choices that community photographers make when they are faced by 
circumstances of drug dealing, bribery, racketeering, and other criminal activities 
involving drug dealers, police officers, and militia members. As community 
photographers live in the favelas they have a fear of being taken as an ‘x9’, a traitor, 
from drug traffickers. The ‘traitors’ face local drug lords’ trials that may sentence 
them to exile, torture and/or death. Concerning police officers and/or militia 
members, community photographers fear retaliation against themselves and/or their 
communities. Lopes’s death can thus be seen as a symbol of the risks associated with 
offending drug lords, but it should also be seen as just one of numerous symbols that 
remind both mainstream and community media of the potential for harm connected 
with certain types of activity in the favelas. This is reflective of the influence of risk 
and fear on community photographers’ working practices and the challenges facing 
them to achieve their goals of increasing favela dwellers’ voices.  
The rupture between mainstream media organisations and favela communities 
generated consequences, which were expressed in Section 5.2.2 through the category 
‘feeling offended’. This category presents the way mainstream photojournalists and 
community photographers used to see each other. On one hand, community 
photographers declared they felt offended when mainstream photojournalists entered 
their communities wearing bulletproof vests or accompanied by the police. On the 
other hand, mainstream photojournalists argued that they were the ones who should 
feel offended because they became targets of drug dealers, and they were the only 
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ones who were denouncing criminal activities and armed confrontations in the 
favelas. This discussion is reflective of a divided society: the favela dwellers are left 
on their own to deal with different drug gangs and police brutality; the mainstream 
journalists and photojournalists put their own lives at risk to denounce criminal 
activities and highlight societal struggles.  
These socio-spatial borders are expressed by different relationships among 
mainstream news workers, community photographers, police officers, drug dealers, 
and favela dwellers. Section 5.2.3 ‘disturbing the favela system’ explains these 
different relationships and power relations, which take place in Rio’s low-income 
suburbs. These networks of power illuminate two important factors. The first is why 
community photographers avoid documenting criminal activities and drug dealing in 
favelas. The second is the importance of mainstream photojournalism in preventing 
things getting worse in favelas by acting as watchdogs who observe the actions of 
drug dealers and police.  
The last category ‘opening the doors’ speaks of a different process. This 
process is the return of mainstream news workers to pacified favelas since a program 
called the Pacifying Police Unit was established in the favela of Santa Marta in 
December 2008. The UPP was set by the Rio de Janeiro government to tackle the 
sense of insecurity and fear among many sections of Rio’s society, clean up police 
image, re-establish control over Rio’s low-income suburbs territories, strengthen the 
dialogue with favela residents, and increase community participation. Although 
mainstream news workers have had access to pacified favelas, they still have limited 
access to non-pacified favelas or those ruled by militia members. 
‘Opening the doors’ also tells the story of the encounter between mainstream 
photojournalists and community photographers that Planel made possible. This 
category shows the beginning of a process of dialogue and understanding of the 
differences and commonalities between community and mainstream 
photojournalists’ working practices, identities, and discourses.  
The return of mainstream news workers into pacified communities, combined 
with the production of inside stories of the favelas and their inhabitants, would 
diminish the number of mainstream media articles that have the police as their main 
(and usually, their only) source (Biazoto 2011, 7). This would also contribute to 
producing different representations of the favelas and their residents, who have 
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endured a long history of prejudice and abandonment. Once favela dwellers’ voices 
become more prominently displayed in mainstream media, this would influence 
policy-making processes with regard to public security policies in Rio de Janeiro 
(Ramos and Paiva 2007, 77).  
On the other hand, commercial media can enrich community media. However, 
to make this work, this relationship must enable community photographers and 
correspondents to publish work in the mainstream media that presents favelas and 
their residents in a positive light. This would contribute to minimising the idea that 
the favelas are exclusively places of violence, as if favela dwellers had a natural 
tendency to turn to criminality.  
This research demonstrates that community photographers’ working practices 
have been enriched by the relationship with mainstream photojournalists. By 
observing mainstream photojournalists in action, community photographers started 
looking at mainstream photojournalists in a different way. Though community 
photographers state that their main role is to present favela communities in a positive 
light to change the negative portrayal of the favelas and their inhabitants, the 
relationship with mainstream photojournalists has made them realise the importance 
of documenting and denouncing wrongdoings in favelas as well. I conclude that the 
images taken by community photographers who are reporting on police occupation in 
the favelas are strongly influenced by the photographic language of mainstream 
photojournalism. Community photographers are still searching for novel ways of 
documenting the favelas when police are occupying these areas. The difference 
emerges when community photographers document the everyday life of the favelas. 
The difference comes from the community photographers’ strong connection with 
their neighbours, which manifests itself through images of solidarity, joy, hope, 
integrity, and dignity.  
This PhD thesis has provided some examples of how joy, solidarity, integrity, 
and dignity are expressed. Photo 4.4 ‘Blast of joy’ by Diniz, for instance, presents a 
simple scene of everyday favela life: a child having fun. This kind of image is not 
displayed in the mainstream media due to its lack of news values. However, it shows 
the favela from an inside perspective: a place where children play and have fun as 
children do anywhere else in Rio de Janeiro. I would also like to mention Photo 4.5 
‘The favela’s everyday’ by Caffé. This image also lacks news values, but it reflects 
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the daily lives of favela residents. It is interesting to note that the women and 
children are at home and their door is open, which means that they do not fear being 
assaulted, for instance. In the ‘formal city’ of Rio, the opposite happens. City 
dwellers have strong concerns about security (Zaluar and Ribeiro 2009). Everybody 
is locked up at home.  
From looking at a large number of photographs by mainstream 
photojournalists, I conclude that they are right when they say that mainstream 
photojournalists cover all kinds of episodes in favela communities, regardless of 
whether they are positive or negative. Among mainstream photojournalists, Corredo 
is the one who has documented the everyday of favela communities most. Whereas 
she does cover crime and violence, her archive presents the favelas in a positive light 
as do community photographers. Corredo’s photographs provide context to the 
frustrations she expressed about community photographers who say that mainstream 
photojournalists only document armed conflicts in favelas. However, due to the 
massive coverage of events such as riots, societal conflicts, and armed 
confrontations, the portrayal of Rio’s favelas is still predominantly negative.  
Alvarenga has a huge archive of Folia de Reis (see 4.2.3), indigenous people, 
police occupation in the favelas, a protest for peace in the favela, and societal conflits 
in Rio’s formal city. Only nine out of the 90 photographs that he provided were taken 
in Rio’s favelas. They presented protests, police intervention, and communities in 
face of violence. There are no images of the ‘everyday’ of favela communities. 
Júnior, Silva and Domingos have documented many armed confrontations in Rio’s 
low-income suburbs. There is a huge archive of police occupation in the favelas, 
riots, protests, massacres, and drug dealers’ confrontations with each other.  
By categorising the photographs by mainstream photojournalists, I was 
provided with enough information to understand favela residents’ complaints about 
the recurrent negative portrayal of the favelas. Most of the photos of the ‘everyday’ 
present images taken in Rio’s formal city, not in the favelas. In contrast, there is a 
massive documentation of police intervention in those communities, as well as 
images of violence, drug trafficking, police brutality, and riots. The analysis of the 
images, thus, demonstrates that mainstream photojournalism is mainly focussed on 
violence, disorder, and crime, while reporting on the favelas. As Alvarenga from the 
daily Extra and Carriço from O Dia commented during the interview, mainstream 
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photojournalists cover the ‘everyday’ as well; however, there still a need to pursue 
more coverage on cultural activities and other positive events that take place in the 
favelas.  
In spite of this, the relationship between community and mainstream 
photojournalists has been very positive. In some cases, the relationships between 
members of each of these two occupational groups have enabled them to understand 
each other better and to learn different ways of documenting Rio’s low-income 
suburbs. When I interviewed mainstream photojournalist Ernesto Carriço (2010), he 
said that he really liked the way community photographers document the favelas. He 
explained that mainstream photojournalists, who are working under publishing 
deadlines, end up producing ‘immediate’ photographs. In contrast, community 
photographers, who have endless time to interact with their neighbours to document 
their communities, produce documentary photography that provides a wider 
understanding of favela communities. On the other hand, community photographers 
have learnt from mainstream photojournalists how to document the favelas when 
they are facing armed confrontations. Bruno Itan and AF Rodrigues said that they 
had observed mainstream photojournalists in action and had learnt a lot from them. 
However, the photographs taken by community photographers present the favelas in 
a very positive light. They are all images of the everyday life of those communities. 
Cultural activities, sports, religious expressions and arts are the main topics 
documented. Except for the community photographers’ coverage of the police 
intervention in Alemão in November 2010, I was given only one image of armed 
violence that shows the hand of a child who was killed by a stray bullet in Complexo 
da Maré. 
The analysis of the Foco Coletivo (Collective Focus) Forum, which drew 
community and mainstream photojournalists to discuss journalistic coverage of 
favelas (Planel 2009b) and also the interviews I conducted in 2010-11 with 
community and mainstream photographers indicates that photographers’ practices 
are not merely a contestation over meanings, rather they inform projects of social 
change. On the side of mainstream photojournalists, their practices have played an 
important role in denouncing human rights abuses and irregularities inside and 
outside the favelas. The mere fact that the images were published creates an onus on 
the authorities and Rio’s society to discuss certain issues, for instance, police 
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brutality and human rights abuses in the favelas (Alvarenga 2010; Corredo 2011; 
Naddar 2010; Peixoto 2010). Alvarenga from the daily Extra during the interview 
commented that the publishing of an image of his that denounced maltreatement of 
patients at a certain health station from (SUS) Sistema Único de Saúde Unified 
Health System improved the lives of patients from that health station because the 
staff changed the way they used to treat patients. On the side of community 
photographers, since they approach human rights from a positive perspective, their 
practices have contributed to change the way the favelas are portrayed in the 
mainstream media. According to Lucas,  
As a transformative media project, Viva Favela empowers people to produce 
media, circulate news and receive visual stories that reflect their lives.  
The portal is also transformative in the sense that it has changed dominant 
media and people’s conception of favelas. Built into the design of the portal 
are critical interactive platforms, stories that are participatory, situated in 
local generative themes, and activist in their relation to human rights. But 
most importantly, Viva Favela is a transformative media arts project because 
the sheer process of generating favela-based media has de-socialized people 
from passivity and dependence on dominant media. In so doing, the portal 
has allowed favela residents to claim their rightful share of the circuits of 
international media. (Lucas 2012, 23-24) 
Furthermore, the publication of their photographs in newspapers and 
magazines combined with exhibitions outside the favelas have contributed to provide 
the Rio’s society with an alternative view of favelas and their inhabitants. Mazza 
(2013) pointed out that the project Imagens do Povo has gained recognition over 
time. Community photographers have been given opportunities across Brazil and 
internationally to exhibit their work and thus present an inside view of the favelas. In 
response to questions about the outcomes of Viva Favela’s processes of supporting 
deliberation and empowerment, Jucá (2011) argued that Viva Favela has had a 
political impact at two different levels, personal and governmental. In the personal 
dimension, she stated that the project has encouraged its community correspondents 
to see themselves as people who are capable of generating information by using 
communication tools to spread their own worldviews. This process has allowed them 
to engage in conversations beyond social, educational, and geographical borders of 
the favelas. When community photographers’ work is displayed by the traditional 
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media and/or other media, it results in a bigger impact, since it generates public 
discussion, job opportunities, partnerships, and/or even government actions at the 
local level (Juca 2011). While community documentary photography has flourished, 
section 4.2.1 demonstrates that mainstream photojournalism has been under 
increasing criticism from mainstream media organisations. Mainstream media 
organisations’ expectations towards inexperienced reporters, who are expected to 
become ‘production journalists’ – a person who masters both the digital technology 
of production and writing skills – has led experienced photojournalists re-think their 
own identity (Corredo 2011).  
The findings indicate the limitations of community and mainstream media in 
producing an accurate portrayal of the favelas and their inhabitants as much as 
establishing a healthier relationship between the people living inside and outside the 
favelas. On the part of the community media, the community photographers 
interviewed expressed that they are still in a process of understanding their role as 
community photographers within their communities. How documentary photography 
can contribute to strengthen favela dwellers’ voices that might lead to processes of 
social change. In addition, through intense dialogue with mainstream 
photojournalists, community photographers have reflected on the importance of 
doing assignments that denounce human rights violations inside the favelas. Most 
importantly, they are meditating upon which kind of photo essay would contribute 
best to communicate the episodes that take place inside the favelas in order to 
provide the authorities and Rio’s society with alternative views on Rio’s poor 
districts. The production of pictures that represent the lives and struggles of favela 
residents who are torn between confrontations involving different drug gangs, police, 
and militia groups. This includes the production of images that not only portray the 
favelas in a positive light, but also the violence facing marginalised communities.  
Concerning mainstream media, the main limitation facing mainstream 
photojournalists is the limited access in favelas ruled by drug gangs and/or militias 
even though they have worked freely in ‘pacified’ favelas.  This situation undermines 
mainstream news workers’ attempts at doing assignments on the issues of the 
‘everyday’ of favela communities. Within this context, the main role of the 
mainstream media on the issues of the favelas ends up being of a watchdog that 
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monitors and denounces wrongdoings and human rights violations involving drug 
traffickers, police officers, and the people living inside and outside the favelas.  
Nevertheless, both groups of photographers have expressed the desire to 
strengthen the dialogue between community and mainstream media so as to create a 
plural view of Rio’s poor districs and thus minimise the divisions between the people 
living inside and outside the favelas. This recollects Foucault’s regime of truth that 
speaks of the process of production of discourses of truth that is embedded in power 
relations. The production of discourses concerning the favelas follow a set of 
procedures either from community media or mainstream media that inform the way 
the favelas and their inhabitants are portrayed. In order to build a better media 
ecology community and mainstream media should learn from each other’s practices 
so as to build discourses that depict the complexity and plurality not only of the 
favelas, but of Rio de Janeiro. Discourses that understand the favelas as an integral 
part of the city and favela residents as citizens who share the same entitlements and 
responsibilities. This may lead to a more equitable society.  
This thesis makes an original contribution to knowledge because it is the first 
research to explore the differences and commonalities of the identities, working 
practices, and discourses of community photographers and mainstream 
photojournalists who capture visual representations of Brazil’s favelas. This research 
could lead to further analysis of the way community and mainstream media 
organisations operate and of the working practices of mainstream news workers, 
citizens’ journalists, and photojournalists.  
This study also focussed on a novel phenomenon: encounters between 
community and mainstream photojournalists. This included examinations of how the 
dialogue between these two occupational groups has influenced the way they see 
each other and their roles as community photographers or mainstream 
photojournalists. This knowledge could contribute to understanding the importance 
of fostering listening practices as a way to build a culture of dialogue between groups 
that are not used to engaging in conversations with each other.  
Furthermore, this PhD research investigated how two key factors have 
influenced the working practices, identities, and discourses of photographers working 
for community and mainstream media organisations. The first factor is the state of 
urban violence in Rio, and the second is the current process of transition facing the 
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city since the program called the Pacifying Police Unit was established in December 
2008. As such, this study adds to the discussion of urban violence and public security 
in Rio de Janeiro, which could lead to further investigations with regard to 
sustainable development and peace in that city.  
In addition, this study adds to understanding about marginalised communities 
in Brazil and how favela dwellers have struggled to be heard and to have a voice in 
Rio de Janeiro. This knowledge contributes to international awareness about 
marginalised communities, not only in Brazil, but also overseas.  
6.4 DISCUSSION OF IMPLICATIONS 
This thesis attempted to determine and compare the working practices, 
identities, and discourses of two occupational groups: community photographers and 
mainstream photojournalists. By adopting a constructivist grounded theory to analyse 
the data, this study demonstrates that community and mainstream photojournalists’ 
discourses, identities, and working practices reflect Rio de Janeiro’s socio-spatial 
divide, the state of urban violence, and public security policies. They also reflect the 
professional beliefs and institutional frameworks intrinsic to community and 
mainstream media organisations.  
In addition, this study indicates that the establishment of Pacifying Police Units 
(UPPs) across Rio’s favelas has transformed mainstream journalists’ and 
photojournalists’ working practices much more than the encounter and dialogue with 
community photographers. Planel’s documentaries fostered the dialogue between 
these two occupational groups, which led to a better understanding about their 
differences and commonalities; however, the data indicates that the installation of 
UPPs inside favelas enabled the return of mainstream news workers into pacified 
communities.  
After the killing of Tim Lopes, some mainstream media organisations changed 
their working practices by prohibiting journalists and photojournalists to do 
journalistic coverage inside favelas. Despite this prohibition, I found that a few 
mainstream photojournalists, who have a personal commitment to social issues and 
favela communities, were there all the time, regardless of whether the favelas were 
pacified. Since the establishment of UPPs across Rio’s favelas, mainstream media 
organisations have begun encouraging the return of their employees into pacified 
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favelas, a practice that has strengthened the dialogue between mainstream media 
organisations and favela communities.  
 In this respect, the relationship with community photographers, which started 
to be fostered since their first encounter in 2008, has not influenced mainstream 
photojournalists’ working routines. In contrast, according to this research, 
community photographers have been influenced by mainstream photojournalists’ 
working practices. This influence was facilitated by the opportunities that community 
photographers had to analyse photographs by mainstream photojournalists at the 
School of Popular Photographers and to observe them in action in the field.  
This study demonstrates that mainstream photojournalists see themselves as 
part of an industrial journalistic field, which has its own routines and ways of doing 
journalism and photojournalism. Furthermore, the transitional mode of journalism 
and photojournalism has made the photojournalists I interviewed re-think their own 
identities while they experiment with novel ways of doing photojournalism to 
produce content for different platforms, under time pressure. Regarding the report on 
crime and violence in Rio’s favelas, mainstream photojournalists argue that one of 
their main roles is to denounce wrongdoings, criminal activities, and abuses in 
favelas, regardless of whether they are committed by drug traffickers or police 
officers. The mainstream photojournalists state that mainstream media should 
increase the coverage of positive events in Rio’s low-income suburbs; however, 
these photojournalists still value the power they have to use images of armed 
confrontations and societal struggles to encourage public discussion and action to 
address significant social issues. Mainstream photojournalists strongly believe in the 
importance of photojournalism in preventing abuses in favelas, and they are aware 
when documenting conflicts, their presence can help to hold wrongdoers such as the 
police and drug dealers to account for their actions.  
In contrast, community photographers conceive photography much more as a 
means of researching the history of their suburbs in order to bring to light the faces 
and lives of their neighbours. Similar to mainstream photojournalists, community 
photographers advocate for the defence of human rights, which they work towards in 
several ways, including by putting in practice their own right to communicate, 
impart, and share information. Furthermore, community photographers’ 
documentation of Brazil’s marginalised communities is a claim for the right to life 
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and pursue dignity, integrity, and happiness. Regarding community photographers’ 
identities, the research indicates that they are still building their identities at the same 
time as they are searching for novel photographic languages and ways of portraying 
favela communities. This study demonstrates that community photographers are 
continuously searching for ways of using photography to promote human rights and 
represent favela communities. Community photographers do not yet have an answer 
about how to best use photography to empower favela dwellers. Nevertheless, they 
believe in the capacity of photography to strengthen the self-esteem of people within 
marginalised communities and to foster dialogue between photographers and their 
subjects.  
Regarding the socio-political implications of different practices, relationships, 
and products of community and mainstream photojournalists, this study indicates that 
mainstream and community media photography complement each another. While 
mainstream photojournalists mainly report on favelas from outside to inside, 
denouncing wrongdoings and abuses, community photographers do it from the 
opposite direction, from inside to outside, presenting images of the everyday life of 
favela communities. These different perspectives contribute to understanding the 
favelas, but also bring to light the struggles facing favela residents. In addition, the 
appearance of positive images of favelas contributes to the humanisation of these 
communities that have endured a long history of stigmatisation. This would influence 
policy-making processes if favela dwellers were recognised as citizens who share the 
same responsibilities and entitlements.  
From this research, it is clear that the working practices, discourses, and 
identities of mainstream photojournalists and community photographers who capture 
representations of the favelas reflect the changing levels of urban violence in Rio de 
Janeiro, which shapes the relationships between city dwellers and favela residents 
and between community photographers and mainstream photojournalists. Three key 
benefits have resulted from the process of pacification within Rio’s favelas. First, it 
has provided mainstream journalists and photojournalists with access to the everyday 
life of favela communities, which before the establishment of UPPs had to be 
negotiated with residents’ associations that functioned as mediators between drug 
dealers and mainstream media organisations. Second, the increased presence of 
mainstream news workers in pacified favelas, combined with the relationship with 
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community photographers, have helped to minimise the negative portrayal of favela 
communities and the number of single-sourced reports that have the police as their 
only source of information. Third, community photographers, by studying and 
observing mainstream photojournalists in action, have already begun documenting 
and denouncing abuses and wrongdoings in favelas, a practice which, until the 
encounter between these two occupational groups in December 2008, had only been 
carried out by mainstream journalists and photojournalists.  
6.5 POTENTIAL APPLICATIONS OF THE FINDINGS 
My research findings provide a wider understanding about the differences and 
commonalities between community photographers and mainstream photojournalists 
in Brazil and, as such, the study can potentially foster dialogue between these two 
occupational groups. Furthermore, this PhD research illuminates how the 
institutional frameworks, editorial policies, and working routines of community and 
mainstream media organisations shape the production of representations of the 
favelas and their inhabitants. By presenting power relations that are inherent in both 
community and mainstream media organisations, my research findings demonstrate 
that community photographers and mainstream photojournalists are not as free as 
they declare they are when they are producing representations of Brazil’s favelas. 
The realisation of this microphysics of power that traverses community and 
mainstream photojournalists’ working practices could lead to the discussion of 
community and mainstream photojournalists’ working routines, discourses, and 
identities.  
The findings have theoretical implications in that they shed light on the power 
relations and relationships between photographers, police officers, drug dealers, and 
favela residents, and also the discourses, working practices, and identities of 
community and mainstream photojournalists. The understanding that the working 
practices, discourses, and identities of these two occupational groups are strongly 
influenced by the state of urban violence in Rio de Janeiro could contribute to the 
discussion of public security in the city as well as the militarised approach to tackle 
urban violence in favelas. This research could also add to the understanding of power 
relations that take place in the journalistic field (either community or mainstream 
media organisations) and how institutional frameworks and editorial policies shape 
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community and mainstream photojournalists’ working practices, identities, and 
discourses.  
6.6 SUGGESTIONS FOR FURTHER RESEARCH 
To extend the understanding about the differences and commonalities between 
community and mainstream photojournalists, further research is recommended. This 
PhD thesis did not focus on the analysis of photographs taken by community and 
mainstream photographers, but I would suggest this be done in a way that 
investigates the social construction of the fear of crime and the trust among the 
different kinds of people who live in Rio.  
Given that my thesis focussed on producer practices and identities, I have paid 
little attention to the images’ modes of circulation, the interpretive practices of 
audiences who may encounter them, or indeed the role of the Internet and social 
media in building new publics for photojournalism and/or new communities of 
(everyday) photographic practices in the favelas. Thus, there is potential for future 
research involving a systematic analysis of the large archive of images that I have 
taken by community photographers and mainstream photojournalists. 
Furthermore, community photographers have incorporated social media to 
present novel representations about the favelas and themselves, and to interact and 
expand their own voices beyond favelas’ boundaries. Thus, I suggest that researchers 
may wish to examine the daily practices of community photographers to illuminate 
favelas’cultural logic. In other words, to investigate how community photographers 
use social media to create novel representations about the places where they live in 
and themselves.  
Through street parades and different forms of communication, favela residents 
have strived to change mainstream ideas about the places where they live in and 
themselves in order to transform policy-making in Rio’s low-income suburbs and 
strengthen their own voices. There is scope for further research on questions, such as: 
(1) how community photographers use social network sites to organise and engage in 
collective actions against police abuses, drug-related violence, and Rio de Janeiro 
government initiatives; (2) how they use social media not only to have a voice but to 
be heard by authorities, and as such, to influence policy-making; and, (3) how favela 
dwellers can have a political impact. 
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The relationship between gender and photojournalism or documentary 
photography could also be explored. This study demonstrates that both mainstream 
photojournalism and community documentary photography are male-dominated 
pursuits. It would be interesting to investigate some of the women photographers 
who cover Rio’s favelas, the struggles they face in carrying out their job, and why 
they are not equally represented in community media that aim to encourage 
participation by all community members.  
Drawing on my findings that indicate community photographers’ strong 
concern for beauty, I would recommend the investigation of the role of beauty, 
imagination, and creativity in fostering resilience in marginalised communities.  
I would also suggest investigating community photographers’ struggles to enter 
formal, alternative, and fine arts marketplaces. It would be important to explore the 
relationship among community-based organisations, government, and the public 
sector in order to address these three different marketplaces, as well as exploring the 
opportunities and challenges facing creative workers from Brazil’s low-income 
suburbs. This could be expanded to the investigation of creative workers in 
marginalised communities, including how their innovative initiatives can overcome 
invisibility and their community’s boundaries in order for them to be paid for their 
endeavours and, ultimately, to improve their lives.  
It is recommended the transition facing mainstream journalism and 
photojournalism be explored. There is a need to understand how this has affected 
news workers personally. For example, the mainstream photojournalists I 
interviewed expressed the fear of being replaced by young news workers who can 
master the digital technology of production but lack work experience.  
Finally, I would suggest the application of trauma-training approaches in 
journalism courses and mainstream newsrooms in Brazil, with the aim of training 
journalism students and practitioners to deal with the coverage of societal conflicts, 
armed confrontations, and other emotionally overwhelming events. This would also 
contribute to the discussion of public security in Brazil.  
6.7 CONCLUSION 
This thesis indicates that mainstream photojournalists are re-thinking their 
identities due to changes facing professional journalism and photojournalism. At the 
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same time, community photographers are in a process of building their identities. 
They are researching the history of their communities and engaging in conversation 
with mainstream photojournalists and community photographers’ subjects when 
documenting marginalised communities across Brazil. Section 4.2.1 demonstrates 
that five out of the seven mainstream photojournalists I interviewed found it difficult 
to explain either what photojournalism is or what it means to be a photojournalist; 
this difficulty comes from the fact that there is a process of experimentation being 
undertaken in Rio’s newsrooms. On the other hand, the community photographers I 
interviewed declared that they have used photography as a means to build their 
identity. This identity manifests itself as a pride in being a favelado (favela dweller) 
when they see themselves as part of a wider historical development that is shared 
with other residents of low-income suburbs.  
Regarding the working practices of mainstream photojournalists, this research 
demonstrates that mainstream photographers are embedded in a set of daily routines, 
newsroom culture, and professional beliefs, all of which shape the way they see 
themselves as mainstream photojournalists. The process of learning what counts as 
newsworthy is deeply connected to the process of becoming mainstream 
photojournalists and, as such, these photographers unwittingly reflect institutional 
frameworks through their discourses and products. Publishing deadlines apply 
significant pressure and function as permanent surveillance of mainstream 
photojournalists’ ability to accomplish assignments as a journalist, film-maker, 
writer, editor, and photographer rolled into one. This transitional form facing 
mainstream journalists and photojournalists has made news photographers reflect on 
their own roles, working practices, and identities as photojournalists.  
This thesis also indicates that Rio de Janeiro’s newsrooms have not 
experienced a trauma-training model yet, though Planel’s documentaries and rushes 
demonstrate that mainstream photojournalists are deeply affected by the emotionally 
overwhelming events they cover. In this respect, Planel’s film Abaixando a Máquina 
(Lowering the Camera) functioned as a trauma-training initiative as far as the 
production of this documentary enabled mainstream photojournalists to display their 
emotions, share overwhelming experiences, and discuss ethical issues with regard to 
the coverage of crime and urban violence in Rio’s favelas. The analysis of the data 
demonstrates that Planel’s documentaries also fostered dialogue between community 
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and mainstream photojournalists; his films provided them with a wider 
understanding of the differences and commonalities in their roles, identities, and 
working practices. This relationship has enabled these two occupational groups to 
learn from each other while they share experiences about what it means to be 
community photographers or mainstream photojournalists who capture 
representations of Rio’s low-income suburbs.  
Considering the working practices of community photographers, like 
mainstream photojournalists, their working practices, discourses, and products also 
express the institutional frameworks and professional beliefs of community media 
organisations. Though they do not have to meet publishing deadlines or even follow 
working routines, community photographers are strongly influenced by the 
institutional frameworks and ideological positions of the organisation they work for: 
Viva Favela or Imagens do Povo. As a result, community photographers’ products 
and discourses are reflective of these influences. A community photographer 
becomes a mainstream photojournalist when he/she becomes part of a mainstream 
media organisation or his/her practices follow publishing deadlines and routines as a 
means to produce images that tell feature or news stories. On the contrary, a 
mainstream photojournalist becomes a community photographer when he/she 
undertakes personal visual projects in Brazil’s favelas that are neither bound by time, 
nor publication deadline.   
 In conclusion, it is important to note that, according to this research, 
community photographers, regardless of whether they are based in Brazil, Nicaragua, 
Algeria, Uganda, Panama, Palestine, or Argentina, have in common a strong concern 
for beauty. In addition, documenting their communities means recording and 
communicating their cultural heritage and, therefore, generating a visual record of 
the development of their communities for future generations.  
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Appendices 
Appendix A 
Question lists 
 
Given that these are open-ended questions, in order to deduce the 
mainstream/popular photojournalists’ world’s view, motivations, values, history, 
education and relationship with the favela’s communities, they may change 
depending on the interviewee’s responses.  
 
Interview questions for community photographers (fotógrafos populares) 
 
1. I	   would	   like	   to	   know	   about	   your	   life	   story	   regarding	   your	   involvement	   with	  
photography	   and	   journalism.	   Could	   you	   tell	   me	   how	   did	   you	   become	   a	  
photographer?	  
2. As	   a	   favela’s	   dweller,	   do	   you	   think	   that	   your	  way	   of	   thinking	   about	   yourself	   and	  
your	   community	   changed	   after	   you	   had	   got	   involved	   with	   photography	   and	   the	  
projects	  of	  Viva	  Favela	  and/or	  Imagens	  do	  Povo?	  
3. What	  does	  photography	  mean	  for	  you?	  	  
4. What	  is	  worth	  covering	  in	  favelas?	  	  
5. What	  do	  your	  aims	  with	  your	  work?	  	  
6. The	  mainstream	  journalists	  often	  complain	  about	  the	  difficulties	  they	  face	  to	  have	  
access	  to	  favelas	  and	  their	  dwellers.	  Why	  do	  you	  think	  it	  happens?	  	  
7. What	  is	  your	  relationship	  with	  the	  favela’s	  communities?	  	  
8. Is	  your	  work	  well	  accepted?	  
9. Since	  the	  establishment	  of	  Viva	  Favela	  and,	  then,	  Imagens	  do	  Povo,	  has	  there	  been	  
a	   relationship	  between	  mainstream	  and	  popular	   journalists.	  What	   is	   your	  opinion	  
about	  that?	  	  
10. Do	   you	   think	   the	   way	   in	   which	   the	   mainstream	   media	   portrays	   favelas	   and	  
favelados	   has	   been	   changing	   since	   the	   advent	   of	   these	   community-­‐based	  
initiatives?	  	  
11. What	  impact	  do	  you	  think	  these	  initiatives	  have	  on	  favela	  dwellers?	  	  
12. Are	  you	  aware	  of	  Guillermo	  Planel’s	  work?	  What	  impact	  do	  you	  think	  his	  work	  have	  
on	  the	  relationship	  between	  mainstream	  and	  alternative	  media?	  	  
13. How	  is	  the	  relationship	  between	  popular	  and	  mainstream	  photographers?	  	  
14. Do	  you	  think	  that	  your	  process	  of	  work,	  the	  way	  in	  which	  photographers	  from	  Viva	  
Favela	   and/or	   Imagens	  do	  Povo	  work	   is	   very	  different	   than	   the	  way	   in	  which	   the	  
mainstream	  photographers	  work?	  Which	  are	  the	  similarities	  and	  differences?	  	  
15. Do	   you	   consider	   yourself	   a	   journalist	   or	   photojournalist?	   And,	   do	   you	   like	   to	   be	  
called	  ‘popular	  photographer’?	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16. What	  is	  the	  impact	  of	  this	  nomination	  on	  your	  professional	  life?	  Do	  you	  think	  that	  
the	   fact	   of	   others	  mention	   you	   as	   ‘popular	   photographer’	   under-­‐value	   your	  work	  
and	  yourself	  as	  a	  professional?	  	  
17. Regarding	   your	   relationship	   with	   the	   institutions	   Imagens	   do	   Povo	   and/or	   Viva	  
Favela,	   do	   you	   think	   their	   institutional	   philosophy	   has	   influenced	   your	   work,	   the	  
way	   in	   which	   you	   frame	   and	   conceive	   your	   photographs?	   What	   is	   your	   level	   of	  
liberty	  to	  choose	  your	  topic,	  frame,	  editing	  and	  publishing?	  	  
18. What	  do	  you	  expect	  to	  achieve?	  	  
19. Is	  your	  work	  going	  beyond	  the	  favela’s	  boundaries?	  	  
20. Do	   you	   think	   your	   work	   is	   adding	   to	   the	   potential	   for	   changing	   the	   meaning	   of	  
favela	  and	  favelado	  term?	  	  
21. Do	  you	  like	  to	  be	  called	  ‘favelado’	  and	  to	  be	  a	  favela	  dweller?	  	  
 
Interview questions for mainstream photographers 
 
1. I	   would	   like	   to	   know	   about	   your	   life	   story	   regarding	   your	   involvement	   with	  
photography	  and	  journalism.	  How	  did	  you	  become	  a	  photographer?	  
2. As	   a	   mainstream	   photojournalist,	   do	   you	   think	   that	   your	   way	   of	   thinking	   about	  
yourself	   and	   the	   favela’s	   communities	   changed	   after	   you	   had	   started	   to	   do	  
journalistic	  coverage	  in	  favelas?	  
3. What	  do	  you	  think	  of	  the	  differences	  of	  the	  perspectives	  of	  popular	  photographers	  
compared	  to	  the	  mainstream	  ones?	  	  
4. What	  does	  photography	  mean	  for	  you?	  	  
5. What	  is	  worth	  covering	  in	  favelas?	  	  
6. What	  and	  how	  is	  your	  relationship	  with	  the	  favela’s	  communities?	  
7. We	  know	  that	  the	  favela’s	  communities	  are	  sometimes	  dissatisfied	  with	  the	  way	  in	  
which	   they	  are	  portrayed	  by	   the	  mainstream	  media.	  On	   the	  other	   side,	  we	  know	  
that	  the	  mainstream	  journalists	  face	  a	  great	  variety	  of	  difficulties	  to	  access	  favelas	  
and	   their	   residents,	   especially	   after	   the	   Tim	   Lopes’	   case.	   How	   to	   minimize	   this	  
situation	  and	  to	  start	  a	  conversation	  with	  favelas	  communities?	  	  
8. Since	  the	  establishment	  of	  Viva	  Favela	  and,	  then,	  Imagens	  do	  Povo,	  has	  there	  been	  
a	   relationship	  between	  mainstream	  and	  popular	   journalists.	  What	   is	   your	  opinion	  
about	   that?	   And,	   do	   you	   think	   the	  way	   in	  which	   the	  mainstream	  media	   portrays	  
favelas	   and	   favelados	   has	   been	   changing	   since	   the	   advent	   of	   these	   community-­‐
based	  initiatives?	  	  
9. Do	  you	  think	  these	  initiatives	  have	  been	  empowering	  favela	  dwellers?	  	  
10. How?	  	  
11. How	  these	  productions	  have	  changed	  the	  way	  in	  which	  you	  cover	  favelas?	  	  
12. Do	   you	   think	   the	   mainstream	   coverage	   about	   favelas	   changed	   after	   these	  
community-­‐based	  initiatives	  had	  been	  established?	  	  
13. Do	   you	   think	   the	   relationship	   between	   mainstream	   and	   alternative	   media	   has	  
added	  to	  minimize	  the	  barriers	  that	  exist	  between	  the	  favela	  and	  the	  city?	  	  
14. Do	  you	  think	  that	  your	  process	  of	  work,	  the	  way	  in	  which	  photographers	  from	  the	  
mainstream	  media	  work	   is	  very	  different	  than	  that	  of	  Viva	  Favela	  and/or	   Imagens	  
do	  Povo?	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15. Which	  are	  the	  similarities	  and	  differences?	  	  
16. Regarding	   your	   relationship	  with	   the	   institution	   that	   you	   are	   engaged	   in,	   do	   you	  
think	   its	   institutional	   philosophy	  has	   influenced	   your	  work,	   the	  way	   in	  which	   you	  
frame	  and	  conceive	  your	  photographs?	  	  
17. What	  is	  your	  level	  of	  liberty	  to	  choose	  your	  topic,	  frame,	  editing	  and	  publishing?	  	  
18. What	  do	  your	  aims	  with	  your	  work?	  	  
19. What	  do	  you	  expect	  to	  achieve?	  	  
20. What	  is	  the	  impact	  that	  your	  work	  ultimately	  has?	  Is	  your	  work	  helping	  to	  minimize	  
this	  very	  potent	  idea	  of	  favelas	  on	  one	  side	  and	  the	  city	  on	  another?	  	  
21. Do	   you	   think	   your	   work	   is	   adding	   to	   the	   potential	   for	   changing	   the	   meaning	   of	  
favela	  and	  favelado	  term?	  	  
 
Questions for roundtable meeting  
• What	   does	   journalist	   mean?	   Are	   popular	   photographers	   journalists	   or	  
photojournalists?	  
• What	   is	   the	   influence	   of	   a	   socio-­‐institutional	   philosophy	   and	   context	   into	  
photographers	  work?	  
• What	   are	   the	   main	   similarities	   and	   differences	   between	   the	   daily	   routines	   of	  
popular/mainstream	  photographers?	  
• How	  can	  a	   journalistic	  coverage	  be	   improved	   in	  quality	   in	  terms	  of	  giving	  voice	  to	  
voiceless?	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